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Desde su descubrimiento, el arte paleolítico se ha tratado como una parte especial dentro del 
registro arqueológico, dándole un valor diferente al del resto de evidencias arqueológicas. 
Esto ha llevado a que se haya estudiado desde puntos de vista más relacionados con 
la Historia del Arte (la estética, las técnicas, el estilo, etc.) que con la Arqueología y el 
conocimiento de las sociedades del pasado. Una de las razones por las que se llevó a cabo 
este acercamiento es la asociación de las representaciones prehistóricas con el concepto de 
arte en las sociedades occidentales debido a las cualidades estéticamente “agradables” del 
arte prehistórico. Sin embargo, esta concepción, que llevó a las primeras interpretaciones, 
conlleva unas limitaciones y diversas consideraciones erróneas (SOFFER & CONKEY, 
7UDVHVWRVSULPHURVDFHUFDPLHQWRV ORVHVWXGLRVVHFHQWUDURQHQHOVLJQLᚏFDGRGHO
“arte”, las primeras interpretaciones (el arte por el arte, magia simpática, totemismo, ritos de 
LQLFLDFLµQIHUWLOLGDGJ«QHURVHFDUDFWHUL]DQSRUXQVLJQLᚏFDGRPRQRO¯WLFR\FHUUDGRSDUD
XQ£UHDJHRJU£ᚏFDPHQWHPX\DPSOLD\FURQROµJLFDPHQWHH[WHQVD
Sin embargo, desde hace dos décadas el punto de vista ha cambiado y se ha comenzado 
a considerar el arte paleolítico como parte del registro arqueológico y como una fuente 
GH FRQRFLPLHQWR SDOHRHWQRJU£ᚏFR SDUD OD UHFRQVWUXFFLµQ GH ODV VRFLHGDGHV GHO SDVDGR
estudiándose variables como morfotipos, cadenas operativas, etc.. La consideración del 
“arte” paleolítico como la expresión simbólica de los primeros hombres anatómicamente 
modernos ha abierto nuevos frentes en la investigación generando nuevas discusiones 
y planteamientos, examinando variables que no se habían tenido en cuenta en estudios 
SUHYLRVFRPRODSURGXFFLµQODWHFQRORJ¯DHQODHMHFXFLµQODVHOHFFLµQGHODPDWHULDSULPDR
los espacios de forma rigurosa y teniendo en cuenta la cronología de las representaciones y 
VXORFDOL]DFLµQJHRJU£ᚏFDHVSHF¯ᚏFD/DVIRUPDVGHLQWHUSUHWDFLµQWDPEL«QKDQEDVFXODGR
VHDERJDSRU XQDSROLVHPLDGH VLJQLᚏFDGRVDO LJXDO TXHRFXUUHHQ OD DFWXDOLGDG FRQ ORV
V¯PERORVTXHFRQIUHFXHQFLDQRWLHQHQHOPLVPRVLJQLᚏFDGRHQGLIHUHQWHVFRQWH[WRVDSHVDU
de estar prácticamente omnipresentes. Además se tiene muy en cuenta la cronología y las 
geografías socialesD³DGLHQGRXQDSUREOHP£WLFDHVSHF¯ᚏFDDODLQWHUSUHWDFLµQSXHVWRTXH




GH ODV UHSUHVHQWDFLRQHV SUHKLVWµULFDV GHᚏQH XQD SDUWH HVHQFLDO GH OD IXQFLµQ GHO DUWH
parietal. Pensamos que esta premisa es un hecho. Sin embargo, su estudio depende de 
XQDJUDQFDQWLGDGGHYDULDEOHVTXHGHVFRQRFHPRVHQODDFWXDOLGDGFRPRSRUHMHPSOROD
percepción del espacio que tenían. Por esta razón, hay que plantearse el modo de estudiarlo 
y las problemáticas que plantea su análisis desde nuestra actualidad. 
(O REMHWLYR JHQHUDO HV GHᚏQLU VL H[LVWHQ FRQVWDQWHV HQ OD RUJDQL]DFLµQGHO DUWH SDULHWDO D
través del estudio combinado del arte prehistórico y del espacio donde se localiza. 
Al inicio de nuestro planteamiento de tesis doctoral, se nos generaron una serie de cuestiones 
generales que se podrían valorar analizando la organización espacial. Estas fueron:  
-¿Las representaciones paleolíticas se hicieron para ser observadas o simplemente 
formaban parte de una acción cuya importancia residía en el hecho mismo de ser 
HMHFXWDGD"
-¿Tiene la selección de unos determinados espacios, el tema, la técnica o la selección 
de un soporte determinado frente a otro algo que ver en relación a la cuestión previa? 
-¿Estaba el arte hecho para perdurar? ¿Su supervivencia era relevante? 
Blanca Ochoa Fraile
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-¿Se hacía un uso grupal de las representaciones prehistóricas o estaban limitadas 
determinadas personas/estamentos sociales/rituales?
-¿Que implicaciones “sociales” tienen los diferentes usos del espacio? 
-¿Existe una apropiación del espacio? 
-¿La pervivencia del arte en el Paleolítico superior implicaba una integración de las 
nuevas representaciones o un uso de diferentes espacios frente a los ya utilizados?
-¿Tiene el arte parietal una función utilitaria que desconozcamos o solo una función 
social? 
(VWDVSUHJXQWDV QRVHQOD]DQGLUHFWDPHQWH FRQRWUDV FXHVWLRQHV FRPRTXL«QHMHFXWDED
las representaciones?, ¿TXL«QGHᚏQ¯DGRQGHVHORFDOL]DEDQ"¿a quién estaban dirigidas?, 
¿cuándo se efectuaban?, ¿quién participaba en la elaboración y uso? y ¿qué pervivencia 
cultural/social tenían?. 
Sin embargo, ¿podemos responder a  todas estas cuestiones? En el estado actual de la 
FXHVWLµQ\HOHQIRTXHGHQXHVWURWUDEDMRQRVKDGLULJLGRDLQWHQWDUDYDQ]DUHQDOJXQDVHOODV
VLHQGR«VWDVODVTXHFRQVWLWX\HQQXHVWURVREMHWLYRVHVSHF¯ᚏFRV(VWRVVRQ
'HWHUPLQDU VL H[LVWHQ GLIHUHQFLDV VLJQLᚏFDWLYDV HQ OD VHOHFFLµQ GH XQ HVSDFLR
determinado en las cuevas. 
-Observar si existen constantes en la distribución de las representaciones 
prehistóricas y en tal caso, ver si corresponden a una cronología determinada. 
'HWHUPLQDU VL ORV SDQHOHV R ORV OXJDUHV HQ ORV TXH VH UHSUHVHQWDURQ ᚏJXUDV
paleolíticas  pueden haber albergado actividades grupales o individuales. 
'HWHUPLQDUVLXQDᚏJXUDRXQFRQMXQWRVHHMHFXWDURQFRQHOREMHWLYRGHVHUYLVWRVR
por una única persona o un grupo.  
(VWH WUDEDMR VH HVWUXFWXUD HQ WUHV SDUWHV /D SULPHUD HVW£ FRQVWLWXLGD SRU ORV FDS¯WXORV
LQWURGXFWRULRV ದOD KLVWRULRJUDI¯D OD PHWRGRORJ¯D HO PDUFR JHRJU£ᚏFR \ FURQROµJLFR \
ᚏQDOPHQWHXQHVWDGRGHODFXHVWLµQGHODFURQRORJ¯DGHODUWHSDULHWDOದ/DVHJXQGDSDUWH




de partida que nos planteamos a la hora de analizar el uso potencial de las cavidades 
durante el Paleolítico superior, la problemática que plantean estos estudios. En el 
capítulo correspondiente a la historiografía hacemos un recorrido desde el momento del 
descubrimiento y autenticación del arte Paleolítico a principios del s. XX y las primeras 
corrientes de pensamiento hasta la llegada de la renovación que constituyen los estudios de 
Max Raphaël, Annette Laming Emperaire y André Leroi-Gourhan. A partir de ese momento, 
hacia 1965, nos centramos en los estudios enfocados hacia el ámbito cavernario y espacial 
(el tránsito subterráneo, el contexto del arte parietal, el uso de las cavidades, la organización 
GHOGLVSRVLWLYRSDULHWDOODYLVLELOLGDG\ODLOXPLQDFLµQ(OREMHWLYRGHHVWHFDS¯WXORHVJHQHUDU
una base para conocer detalladamente los estudios que se han llevado a cabo hasta la 






capítulo pasamos a analizar desde el punto de vista general  el caso de estudio elegido, la 
Región Cantábrica, describiendo su geografía, paleoambiente y ocupación humana durante 
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el Paleolítico superior. A continuación, profundizamos acerca de la cronología del arte 
SDULHWDOGHIRUPDHVSHF¯ᚏFDJHQHUDQGRXQHVWDGRGHODFXHVWLµQE£VLFRDWUDY«VGHODQ£OLVLV
de los datos disponibles en la actualidad desde una perspectiva crítica, intentando evitar 
datos erróneos o confusos para generar un marco que nos permita estudiar el uso de las 
FXHYDVGHQWURGHOHVSDFLRJHRJU£ᚏFR
/DVHJXQGDSDUWHVHLQLFLDFRQODMXVWLᚏFDFLµQGHODVHOHFFLµQGHFRQMXQWRVDORVTXHDSOLFD







El tercer bloque constituye el análisis y discusión en profundidad de las variables analizadas 
a través de cada uno de los niveles estudiados. Finalmente se plantean las conclusiones 
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Desde que los primeros investigadores en Prehistoria reconocieron la existencia de un arte 
3DOHRO¯WLFRVXHVWXGLRKDHYROXFLRQDGRGHXQDIRUPDVLJQLᚏFDWLYD/DLQYHVWLJDFLµQGHODUWH
paleolítico parte del conocimiento del mismo en profundidad y en la creación de teorías 
SDUDH[SOLFDUVXVLJQLᚏFDGRSDVDQGRSRUVXRUGHQDFLµQFURQROµJLFD(VWRVWHPDVFRQWLQ¼DQ
siendo de actualidad puesto que, a pesar de la abundancia de propuestas en estos ámbitos, 
el conocimiento del arte paleolítico tanto en su vertiente mueble como parietal, todavía dista 
PXFKRGHVHUVDWLVIDFWRULR\GHHOORVRQHMHPSORVORVFRQVWDQWHVGHEDWHVFLHQW¯ᚏFRV
El estudio de la historiografía nos permite avanzar en la investigación pues, a la vez que 
abre vías para nuevas propuestas cierra, de algún modo, hipótesis o teorías que han sido o 
bien incluidas en el saber general de la Prehistoria, o bien desechadas. 
En cuanto a las variables que se pretenden analizar en esta tesis doctoral la Academia no ha 
VLGRHVSHFLDOPHQWHSUROLMDVLQHPEDUJRVLQORVGLIHUHQWHVFRQRFLPLHQWRVDGTXLULGRVKDVWD
la fecha, nos sería imposible analizar el punto de partida planteado para esta investigación. 
Por ello, vamos a estudiar los diferentes enfoques que se le han dado al estudio del arte 
SDOHRO¯WLFRGHVGHVXVLQLFLRVSDUDSRGHUSODQWHDUODVEDVHVGHHVWHWUDEDMR
 (O GHVFXEULPLHQWR GHO DUWH SDOHROtWLFR \ ORV SULPHURV HVWXGLRV HQ OD &RUQLVD
&DQWiEULFD
Durante la segunda mitad del siglo XIX se produce la aceptación de las teorías lamarckistas 
y darwinistas. El evolucionismo es, a partir de ese momento, aplicado a todas las ramas de 
la ciencia, incluida la Prehistoria. La aceptación de un arte prehistórico se enmarca en este 
momento causando, durante las primeras décadas, una lectura excesivamente rígida de la 
evolución aplicada a las culturas humanas. Para los investigadores las sociedades primitivas 
proceden de un movimiento unilineal, evolucionando progresivamente desde lo primitivo, 
ORVDOYDMHHLQJHQXRKDVWDODVVRFLHGDGHVRFFLGHQWDOHVDFWXDOHVTXHVHFRQVLGHUDEDQHO
paradigma del progreso. 
Los estudios de arte paleolítico se inician con el reconocimiento del mismo, primero en su 
vertiente mueble y años después en la parietal. Los primeros descubrimientos se producen 
en varios yacimientos sin que apenas se les dé importancia: el primero, un arpón con 
GHFRUDFLµQQRᚏJXUDWLYD\SRFRGHVSX«VXQEDVWµQGHPDQGR ODSULPHUDREUDGHDUWH
PXHEOH ᚏJXUDWLYR FX\R GHVFXEULPLHQWR VH SURGXFH HQ HO \DFLPLHQWR IUDQF«V GH 9H\ULHU
en las excavaciones entre 1833 y 1838. En 1845, A. Brouillet y J. Leterme localizan en 
OD FXHYD GH&KDᚎDXG XQ KXHVR VREUH HO TXH VH KDE¯DQ JUDEDGR GRV FLHUYDV HQ KLOHUD
El desconocimiento de la existencia de un arte de época paleolítica y su estilo provocan 
que el hallazgo se adscriba, inicialmente, a la cultura celta. El interés que suscita entre 
los investigadores provoca una oleada de saqueos entre 1860 y 1870 en las cuevas del 
3HULJRUG\3LULQHRVTXHSRURWURODGRD\XGDDFRQRFHUPHMRUODVSLH]DVTXHVHKDOODEDQ
MXQWRDORVREMHWRVPXHEOHVGHFRUDGRV
El interés que suscitan las piezas hace que algunos investigadores comiencen a asociarlas 
a contextos paleolíticos, considerados, todavía en la época, antediluvianos, pues la 
sistematización del Paleolítico superior no se había llevado a cabo. El ambiente investigador 
no era muy propicio: los estudiosos de la época tenían la idea de un “hombre” primitivo, sin 
cultura y, por lo tanto, sin capacidades artísticas o religiosas. Sin embargo, la presencia 
GHORVUHVWRVHQFRQWH[WRDUTXHROµJLFRMXQWRFRQWHVWLPRQLRVHWQRJU£ᚏFRVGHVRFLHGDGHV
cazadoras-recolectoras actuales, casi les obliga a aceptar la existencia de un arte paleolítico. 
(QVHSURGXFHHOUHFRQRFLPLHQWRRᚏFLDOGHODH[LVWHQFLDGHDUWHPXHEOHSDOHRO¯WLFRFRQ
XQDSXEOLFDFLµQGH/DUWHW\&KULVW\6XUGHVᚏJXUHVDQLPDX[JUDY«HVRXVFXOSW«HVHWDXWUHV
produits d’art et l’industrie rapportables aux temps primordiaux de la période humaine) 
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HQ ODTXH ORGHQRPLQDQDUWH+DVWD OD IHFKDVHKDE¯DQFRQVLGHUDGRVLPSOHPHQWHREMHWRV
“curiosos” (LARTET & CHRISTY/DORFDOL]DFLµQGHOIUDJPHQWRGHPDUᚏOJUDEDGRFRQ
XQDᚏJXUDGHPDPXWHQHO\DFLPLHQWRGH/D0DGHOHLQHSODQWHDODFRQWHPSRUDQHLGDGGHORV
hombres prehistóricos con los animales extintos y la existencia de una capacidad estética y 
artística que hasta la fecha se había negado a los “trogloditas”.  
A partir de los años 70 del s. XIX comienzan 
las sistematizaciones. Ya se habían 
localizado piezas de arte mueble, desde 
Rusia hasta el sur de la Península Ibérica. 
Lartet y Christy (1875) documentan en el 
volumen Reliquiae Aquitanicae las piezas 
localizadas en Aquitania, en los yacimientos 
de La Madeleine, Laugerie-Haute y Richard/
Les Eyzies. 
Por su parte, Mortillet (1883) y Cartailhac 
(1886) publican los primeros ensayos de 
una sistematización de la Prehistoria. Hasta 
HQWRQFHV ODV SULPHUDV FODVLᚏFDFLRQHV VH
habían centrado en la sucesión de faunas 
extintas, dándole más importancia a los restos 
paleontológicos que a los arqueológicos. 
Ésta fue la razón de que tuviesen un carácter 
efímero, aunque consiguieron asentar en 
HO UHVWR GH ORV FLHQW¯ᚏFRV GH OD «SRFD OD
premisa de la coetaneidad entre especies 
extintas y el ser humano, reconociendo así 
su antigüedad. Mortillet es el creador de los 
conceptos cronoculturales que siguen hoy 
en día en vigor. Es el primero que crea una 
FODVLᚏFDFLµQ FURQROµJLFD HQ EDVH D ORV HVWUDWRV JHROµJLFRV \ ODV LQGXVWULDV TXH HQ HOORV
aparecen. Sus teorías, con un fuerte componente evolucionista, tardan en superarse y son, 
en gran medida, las causantes de que se tardase dos décadas en reconocer la existencia de 
un arte parietal, debido a que rechazaba categóricamente que las sociedades prehistóricas 
pudiesen disponer de modos tan avanzados de expresión.
3LHWWHTXHH[FDYµHQORV3LULQHRVIUDQFHVHVGXUDQWHP£VGHYHLQWHD³RVFODVLᚏFµ
SRUSULPHUD YH] ORVREMHWRVDUW¯VWLFRV WHQLHQGRHQ FXHQWD VXSRVLFLµQHVWUDWLJU£ᚏFD\ VX
calidad técnica, en L’Art pendant l’âge du Renne, a partir de los soportes localizados en 
Gourdan, Mas d’Azil y Brassempouy (Fig. 2.1). Piette, en línea con las teorías evolucionistas 
vigentes, considera que el arte paleolítico mobiliar evoluciona de lo más rudimentario hasta 
la perfección técnica, pasando por varios estadios: primero la escultura, seguida por el 
EDMRUUHOLHYH\ᚏQDOPHQWHHOGLEXMRTXHUHTXHU¯DXQDDEVWUDFFLµQ\XQDFRQFHSFLµQGHODTXH
teóricamente carecía el ser humano primitivo. Paralelamente, propone las primeras teorías 
explicativas del arte mueble paleolítico que, en la línea de un ser primitivo ingenuo, no podía 
ser producto más que del ocio, la abundancia de tiempo en una sociedad bien adaptada 
DO WHUULWRULR\TXHGRPLQDEDODFD]DSHURTXHVLQHPEDUJRQRHVWDU¯D ORVXᚏFLHQWHPHQWH
desarrollada como para tener formada una religión.
En 1878, en este ambiente investigador, se produce el primer descubrimiento de grabados 
SDULHWDOHVORVGHODFXHYDGH&KDERWVLQHPEDUJRQRVHUHFRQRFHQFRPRSUHKLVWµULFRV\
se mencionan, al igual que había ocurrido con el arte mueble, como una mera curiosidad. 
Hasta 1879 no se producirá el descubrimiento del arte parietal paleolítico que fue rechazado 




por todos los investigadores contemporáneos. Marcelino Sanz de Sautuola, alentado por el 
ya famoso hallazgo de La Madeleine, que conoció directamente en la Exposición Universal 
de Paris de 1867, comienza la búsqueda de restos arqueológicos de época paleolítica en 
OD&RUQLVD&DQW£EULFD FRPR«OPLVPR UHFRJHHQ%UHYHVDSXQWHVVREUHDOJXQRVREMHWRV
prehistóricos de la provincia de Santander (SANZ DE SAUTUOLA, 1880) (Fig. 2.2). El 
hallazgo se produce en 1879, cuando llevaba ya cuatro años excavando en el vestíbulo de la 
cueva de Altamira, donde se conservaba una importante secuencia del Paleolítico superior. 
/DSXEOLFDFLµQGHLQFOX¯DXQDGHVFULSFLµQ\YDULRVGLEXMRVGHO7HFKRGH3RO¯FURPRV
(Fig. 2) y proponía la teoría de que eran contemporáneos al depósito que estaba excavando 
HQHOYHVW¯EXORGHODFDYLGDG/DQRWLFLDVHKDFHS¼EOLFDVLQHPEDUJRODFRPXQLGDGFLHQW¯ᚏFD
guarda silencio hasta que en 1881 E. Harlé visita la cavidad a instancias de Cartailhac y 
publica que, sin duda, el depósito de la cavidad es de época prehistórica, pero duda de la 
antigüedad de las pinturas, llegando incluso a atribuírselas al propio Sanz de Sautuola que 
ODVKDEU¯DHMHFXWDGRHQDOJ¼QPRPHQWRHQWUH\HARLÉ, 1881). Esta opinión 
motivó que los prehistoriadores europeos y franceses, entre los que se encontraban Mortillet 
y Cartailhac, se posicionaran en contra del hallazgo, a pesar de que no habían visitado la 
cueva (HUREL, 2011). A causa de esto, Altamira cae en el olvido durante veinte años. Sanz 
GH6DXWXRODPXULµHQVXPLGRHQHOGHVSUHVWLJLRGHODFRPXQLGDGFLHQW¯ᚏFDVLQTXH
VHOHUHFRQRFLHUDFRPRGHVFXEULGRUFLHQW¯ᚏFRGHODUWHSDULHWDOSDOHRO¯WLFRHLQPHUVRHQXQD
polémica en la que los investigadores le atacan con voracidad, acusándole de haber pintado 
«OPLVPRODVUHSUHVHQWDFLRQHVRGHKDEHUVLGRHQJD³DGRSRUXQIDOVLᚏFDGRU
Entre 1883 y 1901 los descubrimientos se van acumulando: Figuier (1890), La Mouthe (1895) 
\ᚏQDOPHQWH3DLUQRQ3DLUGRQGHVHFRQᚏUPDGHIRUPDLQFXHVWLRQDEOHODH[LVWHQFLD
del arte parietal paleolítico. El ambiente general de ese momento era de aceptación, pero 
informal. Ningún investigador se atrevía a publicar acerca de los descubrimientos por miedo 
Figura 2.2 Lámina de las pinturas del Techo de Polícromos de Altamira publicada en Algunos objetos prehistóricos en la 
Provincia de Santander (SANZ DE SAUTUOLA, 1880)
Blanca Ochoa Fraile
30
a ser criticado y caer en el desprestigio. Cartailhac, uno de los discípulos de Mortillet y 
GHIHQVRUDXOWUDQ]DGHVXVWHRU¯DVIXHXQSHUVRQDMHFODYHHQHVWDSRO«PLFD'HWUDFWRUGHO
descubrimiento de Sanz de Sautuola, a partir de la comunicación de diversos investigadores 
GHODH[LVWHQFLDGHGLEXMRVHQODVFDYLGDGHVTXHHVWDEDQH[FDYDQGRFRPLHQ]DDDFHSWDUOD
existencia de arte paleolítico en las paredes. Esta transformación se debe fundamentalmente 
a dos hallazgos: Pair-non-Pair, en la que los trazos grabados estaban cubiertos por depósitos 
GH«SRFDSDOHRO¯WLFD\/D0RXWKHGRQGHFDPELDGHᚏQLWLYDPHQWHGHSDUHFHUDXQTXHQR
lo reconoce públicamente hasta 1902, con la publicación de Mea culpa d’un sceptique 
(CARTAILHAC, 1902). 
/RVLQLFLRVGHOHVWXGLRGHODUWHSDULHWDOODUHSUHVHQWDFLyQDLVODGD
A inicios del s. XX, se produce una renovación en el ámbito de la investigación de la 
Prehistoria. Mortillet había fallecido y sus rígidas sistematizaciones del Paleolítico superior 
comenzaban a ser criticadas. Asimismo, un cambio de actitud en la Iglesia hace que una 
nueva generación de investigadores religiosos entre en los estudios de arte prehistórico. 
Uno de éstos es H. Breuil, que se convirtió en uno de los investigadores más importantes del 
SULPHUFXDUWRGHOVLJOR;;SXHVWRTXHWUDMRXQDUHQRYDFLµQPX\QHFHVLWDGDHQODGLVFLSOLQD
Discípulo de Capitan, que había sucedido a Mortillet  al frente de la Escuela de Antropología 
de Paris, se forma inicialmente en yacimientos de la Edad del Bronce, aunque pronto 
PDQLᚏHVWDVXLQWHU«VSRUODDUTXHRORJ¯DSDOHRO¯WLFDH[FDYDQGRದ\GLEXMDQGRದSLH]DVGHDUWH
PXHEOH SDUD3LHWWH /D YLVLWD D ODV FXHYDVGH3DLUQRQ3DLU \ OD0RXWKH OH HPSXMDURQ D
UHFRQRFHUODH[LVWHQFLDGHXQDUWHSDULHWDO'HYRFDFLµQUHOLJLRVDFRQMXJDVXLGHDULRFRQODV
investigaciones prehistóricas vigentes en el momento y se lanza, con nuevas propuestas, a 
la sistematización del Paleolítico superior y al descubrimiento de nuevas cavidades con arte 
parietal. 
Figura 2.3. Fotografía de Abril de 1910 en la que aparecen de izquierda a derecha H. Obermaier, H. Breuil, E. 
Cartailhac, M. Boule y H. Alcalde del Río. Delante Clotilde Alcalde del Río (RIPOLL, 1964)
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Los descubrimientos de La Mouthe, Chabot y Marsoulas hacen mucho más creíble una 
realidad: la acumulación de descubrimientos, a la que se suman Les Combarelles y Font 
de Gaume, en 1901, hace que los últimos escépticos reconozcan la existencia de un arte 
parietal. En 1902, en el Congreso de la Association Française pour L’Avancement des 
Sciences, Breuil presenta los descubrimientos de Les Combarelles y Font de Gaume y 
retoma el caso de Altamira, apoyando su autenticidad y desagraviando a Sanz de Sautuola. 
(VWRVKHFKRVHPSXMDQD&DUWDLOKDFDOUHFRQRFLPLHQWRᚏQDO\GXUDQWHORVWUDEDMRVGHFDPSR
en la cueva de Marsoulas, le propone a Breuil volver a la cueva de Altamira e investigarla 
MXQWRVHUREL, 2011).
El reestudio de Altamira que llevaron a cabo Cartailhac y Breuil constituye el comienzo de los 
estudios de arte parietal de la Cornisa Cantábrica (CARTAILHAC & BREUIL, 1906). Durante 
HOWUDEDMRGHFDPSRTXHOOHYDURQDFDERHQODFXHYDFRQRFHQD+$OFDOGHGHO5¯RGLUHFWRU
GHOD(VFXHODGH$UWHV\2ᚏFLRVGH7RUUHODYHJD\DᚏFLRQDGRDOD$UTXHRORJ¯D6HU£TXLHQ
durante los años siguientes y con la colaboración de Lorenzo Sierra, protagonice la mayor 
parte de los descubrimientos de la Cornisa Cantábrica: Covalanas (1903), La Haza (1903), 
El Castillo (1903), Salitre (1903) Hornos de la Peña (1903), Venta Laperra (1904), Santián 
/D&ORWLOGHGH6DQWD,VDEHO(O3HQGR/D/RMD0D]DFXORV\
Quintanal (1908) El Pindal (1909) y Las Aguas (1909)(Fig. 2.3). 
Tras la publicación de la monografía de Altamira en 1906, Breuil se lanza al estudio de 
nuevas cavidades españolas y francesas. El Príncipe de Mónaco, interesado en la 
$UTXHRORJ¯D\HQVXGLIXVLµQOHFRQFHGHᚏQDQFLDFLµQD%UHXLOSDUDHPEDUFDUVHHQQXHYRV
estudios, y éste se pone en contacto con Alcalde Del Río (1906), que había publicado un 
pequeño libro titulado Las pinturas y grabados de las cavernas prehistóricas de la provincia 
de Santander: Altamira, Covalanas, Hornos de la Peña, Castillo con los descubrimientos de 
los años previos. Entre Breuil, Alcalde del Río y Sierra se cierra un acuerdo para publicar 
los hallazgos en las cavidades descubiertas y las que se descubrirían poco después: las 
investigaciones serán sufragadas por el Príncipe, los restos descubiertos se conservarán en 
el Principado (posteriormente en el Institut de Paleontologie Humaine) hasta la creación de 
un Museo de Prehistoria en Santander y se reserva el derecho de la publicación de todos los 
descubrimientos de arte paleolítico. Ésta última clausula generará, a largo plazo, problemas 
entre los investigadores españoles y franceses. Este contrato y otros posteriores, así como 
la visita del Príncipe Alberto I de Mónaco a varias de las cuevas, fueron el germen de la 
creación del Institut de Paleontologie Humaine-Fondation Albert Ier de Monaco en Paris en 
1910 (HUREL, 2011). Otra consecuencia será la publicación en 1911, de la mayor obra de 
FRQMXQWRGHODVFXHYDVFDQW£EULFDV/HVFDYHUQHVGHOD5«JLRQ&DQWDEULTXHTXHDEDUFDED
todos los descubrimientos mencionados anteriormente (ALCALDE DEL RÍO, BREUIL, & 
SIERRA, 1911). 
En estas dos grandes publicaciones se ve un cambio en la investigación del arte prehistórico. 
Breuil centra su investigación en tres puntos fundamentales: la elaboración de calcos, el 
desarrollo cronológico del arte parietal y la explicación del arte paleolítico. Mientras que 
hasta ahora se había defendido que el arte era consecuencia de momentos de ocio, Breuil 
SURSRQH TXH HO DUWH SDULHWDO WXYR XQ REMHWLYR P£JLFRUHOLJLRVR %DV£QGRVH HQ SDUDOHORV
HWQRJU£ᚏFRV GHVDUUROOD OD WHRU¯D GH OD0DJLD6LPS£WLFD TXH KDE¯D SURSXHVWR65HLQDFK
(1903): la decoración parietal estaba destinada a propiciar la caza y, frente a la etapa 
anterior, se impone una visión de progreso: el hombre prehistórico no evoluciona de forma 
unilineal sino de una forma dinámica y progresiva. 
Gracias a la intermediación de Breuil, H. Obermaier, de origen alemán, religioso y experto 
en Prehistoria, Paleontología y Etnología, llega a la Cornisa Cantábrica y emprende 
H[FDYDFLRQHVMXQWRD$OFDOGHGHO5¯R\%UHXLOHQODFXHYDGH(O&DVWLOOR\&XHYD0RU¯Q\
descubre la cueva de La Pasiega en 1911. 
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Por desgracia, el estallido de la Primera Guerra Mundial representa un parón en el desarrollo 
de la Arqueología española puesto que, en este primer momento de descubrimientos, la 
PD\RUSDUWHHVWDEDQVLHQGRSURWDJRQL]DGRVSRULQYHVWLJDGRUHVH[WUDQMHURVTXHDFDXVDGH
la Gran Guerra, tienen que volver a sus países de origen. Además, en la escena española 
se comienza a generar un movimiento de rechazo hacia estos investigadores, aduciendo 
TXHHVWDEDQHVTXLOPDQGRHO3DWULPRQLRHVSD³ROHQVXEHQHᚏFLRHUREL, 2011). La misma 
situación estaba teniendo lugar en el Perigord, donde también excavaban investigadores 
H[WUDQMHURV/DIDOWDGHXQDOH\SDUDFRQWURODUORVUHVWRVDUTXHROµJLFRVH[FDYDGRVSHUPLWLµ
OD YHQWD \ H[SRUWDFLµQ GH QXPHURVRV REMHWRV DUTXHROµJLFRV GH JUDQ YDORU TXH KR\ VH




de Investigaciones Paleontológicas y Prehistóricas en el Museo Nacional de Ciencias de 
Madrid, dirigida por el Marqués de Cerralbo y Hernández Pacheco. Obermaier, que no pudo 
regresar a Francia por razones políticas, permaneció en España durante la contienda y 
SXEOLFµODSULPHUDREUDGHFRQMXQWRVREUHOD3UHKLVWRULDGHOD3HQ¯QVXOD,E«ULFD(O+RPEUH
Fósil (OBERMAIER, 1916).
Los descubrimientos no se paran, pero sí se ralentizan en relación al periodo anterior. En 
1916, Breuil, de vuelta temporal a España, descubre las cuevas de Ardales y La Cala. 
(O&RQGH GH OD9HJD GHO6HOOD \2EHUPDLHU WUDEDMDQ HQ$VWXULDV SXEOLFDQGR HQ  OD
monografía de la cueva de El Buxu (OBERMAIER & VEGA DEL SELLA, 1918), y en 1919 
Hernández Pacheco publica el estudio de la cueva de La Peña de Candamo (HERNÁNDEZ-
PACHECO2EHUPDLHUVHDVLHQWDHQ(VSD³DGRQGHFRQWLQXDVXVWUDEDMRVSULPHUR
desde el Museo de Ciencias Naturales y después en la Universidad de Madrid, donde 
obtiene una cátedra. En 1924 obtiene la nacionalidad española y permaneció en España 
hasta 1936. 
Esta etapa se caracteriza por la hegemonía investigadora de Breuil en el ámbito del arte parietal. 
Desde su reconocimiento, la investigación de Breuil se centra en ordenar cronológicamente 
los motivos basándose en la periodización cronológica del Paleolítico superior que se 
HVWDEDHVWUXFWXUDQGRHQHVRVPRPHQWRV\HQODH[SOLFDFLµQGHVXVLJQLᚏFDGRDWUDY«VGHOD
Antropología y la Etnología. El punto de partida para la creación de una cronología es la idea 
de progreso (MORO-ABADÍA & GONZÁLEZ-MORALES, 2006): las sociedades paleolíticas 
se iban desarrollando progresivamente, aumentando así sus capacidades intelectuales y, por 
ORWDQWRODFDSDFLGDGGHDEVWUDFFLµQQHFHVDULDSDUDHMHFXWDUODVUHSUHVHQWDFLRQHV2UGHQD
las representaciones en dos ciclos, el Auriñaco-Perigordiense y el Solutreo-Magdaleniense, 
FODVLᚏFDQGR ODVUHSUHVHQWDFLRQHVGH ORP£VVLPSOHD ORFRPSOHMREDV£QGRVHHQFULWHULRV
W«FQLFRV OD ಯFDOLGDG DUW¯VWLFDರ \ ODV VXSHUSRVLFLRQHV GH ᚏJXUDV ಯSDOLPSVHVWRVರ HQ ORV
paneles. Son ideas establecidas en la escuela de pensamiento reinante en este momento 
en la investigación: la Arqueología histórico-cultural, que se fundamenta en la inferencia y en 
ODVDᚏUPDFLRQHVHPS¯ULFDV\GHVFULSWLYDVJHQHUDOPHQWHGLI¯FLOHVGHSUREDUFLHQW¯ᚏFDPHQWH
En el periodo de entreguerras continúa la ralentización en los descubrimientos y las 
publicaciones de yacimientos paleolíticos. En 1933 se descubren las cuevas de Los 
Casares y La Hoz, en la Meseta, y Pericot excava entre 1929 y 1932 en la cueva de El 
Parpalló, localizando una secuencia de plaquetas grabadas que abarca prácticamente 
todo el Paleolítico superior. Los resultados de esta excavación no fueron publicados hasta 
después de la Guerra Civil, en 1942, pero son de una gran importancia, pues el hallazgo de 





ibérica: El Hombre prehistórico y los orígenes de la humanidad escrito por H. Obermaier y 
traducido por García Bellido (1932) y Prehistoria universal y especial de España publicada 
por Carballo (1924). En cuanto a estudios de arte parietal paleolítico apenas se lleva a cabo 
ninguno: diversos autores publican notas y artículos en relación a nuevos descubrimientos, 
pero sin avanzar en las propuestas teóricas vigentes.  
(VWDHWDSDᚏQDOL]DFRQODSXEOLFDFLµQGH4XDWUHFHQWVVLHFOHVGಬDUWSDULHWDOBREUIL, 1952) 
en la que Breuil efectúa una síntesis de todos los estudios que había llevado a cabo hasta 
la fecha, incluyendo referencias a las noventa cuevas que había estudiado y visitado a 
lo largo de su trayectoria. Además, expone sus teorías acerca de la cronología basadas 
HQHOP«WRGRGHODHVWUDWLJUDI¯DSDULHWDOOLJHUDPHQWHPRGLᚏFDGDVIUHQWHDORSURSXHVWRHQ
VXVREUDVDQWHULRUHV\VXVSRVWXODGRVDFHUFDGHOVLJQLᚏFDGRHOYDORU\HOVHQWLGRGHODFWR
artístico del Paleolítico, que constituye una dimensión social de pleno derecho dentro de las 
culturas prehistóricas y que es, a la vez, estética y útil. Para él, las pinturas y grabados son “ 
>@OಬREMHWGHJHVWHVULWXHOVHWOಬRFFDVLRQGHVHQVHLJQHPHQWVMXJ«VLQGLVSHQVDEOHVರHUREL, 
2011, p. 414). 
1XHYRVSXQWRVGHYLVWDODUHSUHVHQWDFLyQLQVFULWDHQHOHVSDFLR
La situación política en Europa durante el periodo de entreguerras genera el ambiente 
SURSLFLRSDUDODDSDULFLµQGHQXHYDVFRUULHQWHVᚏORVµᚏFDV\SRO¯WLFDV«VWDVYDQDWHQHUXQ
gran impacto a medio plazo en la Arqueología y llevarán a la superación de la Arqueología 
histórico-cultural dominante en la disciplina. Sin embargo, la gestación de estas nuevas 
teorías no llega al arte paleolítico hasta aproximadamente 1950.
(OGRPLQLRSUHYLRGHORVSDUDGLJPDVJHQHUDGRVSRU%UHXLOTXHLQᚐXHQFLDEDDOUHVWRGHORV
investigadores se rompe. Esta ruptura viene con la incorporación de una nueva generación 
de investigadores que adaptan las nuevas corrientes de pensamiento: A. Leroi-Gourhan, A. 
Laming-Emperaire en el plano internacional y E. Ripoll, J. González-Echegaray, F. Jordá, 
A. Beltrán y M. Berenguer, en el nacional. Tras las guerras y la primera recuperación se 
produce una reactivación en los estudios arqueológicos en general, y en consecuencia 
también en los del arte paleolítico. En los 50 y 60 se producen nuevos descubrimientos en la 
Península Ibérica, tales como Las Monedas (1952) y Las Chimeneas (1953) en Cantabria, 
Les Pedroses (1956) y Tito Bustillo  (1967) en Asturias, Ekain (1969) y Altxerri (1962) en 
*LSX]NRD0DOWUDYLHVR  HQ &£FHUHV 1HUMD  HQ0£ODJD (VFRXUDO  HQ
Portugal, de los que en muchos casos se publican monografías. 
(O(VWUXFWXUDOLVPR VH GHVDUUROOD HQ HO SHULRGR GH HQWUHJXHUUDV 6XV SUHPLVDV ᚏORVµᚏFDV
habían sido formuladas por Giambattista Vico en el siglo XVII, que planteó que formar algo 
coherente, estructurado, a partir del caos del mundo natural es algo esencial para el ser 
KXPDQR(VWDVLGHDVQRIXHURQGHVDUUROODGDVKDVWDᚏQDOHVGHOVLJOR;,;FXDQGR6DXVVXUH
retoma el concepto del Estructuralismo desde la Lingüística, planteando la dicotomía entre 
OHQJXDದODHVWUXFWXUDದ\SDODEUDದORVREMHWRV LQGLYLGXDOHVSURGXFLGRVHQ W«UPLQRVGHHVD
estructura–. La estructura solo podía ser estudiada en un momento determinado del desarrollo 
GHOOHQJXDMH8QDGHVXVLGHDVIXHIXQGDPHQWDOHQODDGRSFLµQGHO(VWUXFWXUDOLVPRHQORV
HVWXGLRVGHODUWHSDULHWDOODUHODFLµQH[LVWHQWHHQWUHORVREMHWRVHVORTXHOHVGDVHQWLGRP£V
que conocer qué son en sí. Las propuestas estructuralistas fueron desarrolladas en diversos 
FDPSRVFLHQW¯ᚏFRVODᚏORVRI¯DODSVLFRORJ¯DODHFRQRP¯D\ODDQWURSRORJ¯D(QHOFDPSRGH
la Antropología destacan Durkheim, Mauss y Lévi-Strauss. 






Arte desde una corriente marxista y con una metodología socialista. Huyó a París durante 
el acceso al poder de los nazis pero, tras la ocupación, pasó tiempo en dos campos de 
internamiento en Francia, de los que escapó a Estados Unidos, donde se suicidó en 1952. 
6HJ¼QVXVHQVD\RVHO$UWHSDOHRO¯WLFRUHᚐHMDODRUJDQL]DFLµQVRFLDO/DVᚏJXUDVVHVLW¼DQ
GHXQPRGRTXHHVW£QLQWHUUHODFLRQDGDVHQWUHV¯DJUXSDGDV\HVDLQWHUUHODFLµQHVUHᚐHMR
de la sociedad del Paleolítico superior. Fue el primero en criticar la escuela histórico-cultural 
reinante en la disciplina, comparando el Arte paleolítico con obras del siglo XX y rechazando 
la idea del progreso: “[...] aussitôt que l’on se laisse guider par les faits eux-mêmes et qu’on 
UHMHWWH ODSU«FRQFHSWLRQVHORQ ODTXHOOH OಬDUWLVWHSDO«ROLWKLTXHQಬ«WDLWFDSDEOHGHGHVVLQHUHW
de peindre que des animaux isolés, il devient évidentTXHFHVᚏJXUHVVRQWDVVRFL«HVHWTXH
FHVJURXSHVRQWXQHVLJQLᚏFDWLRQ>@ರRAPHAËLS/DUHODFLµQHQWUHODVᚏJXUDV
que se repiten, tanto dentro de la misma cueva como en gran cantidad de cuevas, permitiría 
estudiar la estrategia compositiva de cada uno de los paneles e interrelacionarlos con la 
composición global para conocer la organización social de los grupos prehistóricos. 
Antes de que Raphaël expresase estas ideas, las imágenes se tenían en cuenta únicamente 
por aquello que representaban y, sobre todo, se separaban del soporte sin mencionar sus 
características. Así se consideraban las representaciones en las publicaciones en las que 
someramente se explicaba su localización, sin otorgarle ningún valor. La única excepción es 
el uso del soporte en casos llamativos, e incluso en estos casos, se limitaba a su mención. 
Por el contrario, Raphaël propone una lectura espacial de las obras, en la que se tiene muy en 
cuenta su disposición sobre el soporte parietal en el que se desarrollan. Las imágenes están 
ligadas a un soporte, que las hace inamovibles en su estado y su situación. También fue el 
primero que concedió un valor sexual a las asociaciones de diferentes signos (RAPHAËL, 
1986). Su obra pasó desapercibida para la mayor parte de investigadores de la época 
porque, si bien planteó una serie de ideas muy válidas, su investigación estaba cargada de 
VXEMHWLYLVPRTXHHPSD³µORVUHVXOWDGRVSURYRFDQGRUHFKD]R6XVLGHDVHUDQFRQVHFXHQFLD
de un marcado estructuralismo aunque precedían a C. Lévi-Strauss. 
3.2. A. Laming-Emperaire y A. Leroi-Gourhan, la renovación
Las décadas de los 50 y 60 son fundamentales en los estudios de arte paleolítico, puesto 
que se acometerá una renovación. La incorporación de Laming-Emperaire y Leroi-Gourhan 
al panorama investigador va a introducir cambios. Ambos, desde una perspectiva similar, 
EDV£QGRVH HQ ORV HVWXGLRV GH0D[5DSKD­O UHWRPDQ HO HVWXGLR GHO VLJQLᚏFDGR GHO DUWH
paleolítico a partir del Estructuralismo, llegando a conclusiones diferentes. Sin embargo, 
UHQXHYDQORVSUHVXSXHVWRVPHWRGROµJLFRV\WHµULFRV'HMDQGHODGRODWHRU¯DGHODPDJLD
propiciatoria proponiendo que los elementos paleolíticos se estructuraban con una dicotomía 
protagonizada por la oposición de dos temas, los más numerosos del arte paleolítico: el 
caballo y el bisonte. Estas ideas fueron expuestas inicialmente por Laming-Emperaire y 
PRGLᚏFDGDV SRFRGHVSX«V SRU /HURL*RXUKDQTXH DGHP£VGHSURSRQHU XQD WHRU¯D GHO
VLJQLᚏFDGRSODQWHDXQDQXHYDFURQRORJ¯D\GDLQLFLRDOHVWXGLRHVSDFLDOGHODVᚏJXUDV
Las ideas propuestas por Raphaël fueron desarrolladas por A. Laming-Emperaire en su 
tesis doctoral, publicada en 1962. Tras la II Guerra Mundial, Laming-Emperaire comienza 
sus estudios en Arqueología y en particular sobre el arte paleolítico, tema que desarrolla 
EDMR ODGLUHFFLµQGH/HURL*RXUKDQ(QHOODFULWLFD ODVWHRU¯DVVREUHHOVLJQLᚏFDGRGHODUWH
parietal propuestas hasta la fecha y considera que toda interpretación simbólica de las 
REUDV SUHKLVWµULFDV HV GHᚏQLWLYDPHQWH LPSRVLEOH LAMING-EMPERAIRE, 1962, p. 142), 
rechazando sobre todo la aproximación etnológica en la que se basaban las teorías previas. 
Sin embargo, al casarse poco después con el etnólogo José Emperaire, cambia también su 
ideología, abogando por un análisis del arte parietal desde la Antropología, la Lingüística, la 
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Semiótica y la Etnografía, cobrando la corriente del Estructuralismo una gran importancia en 
VXLQYHVWLJDFLµQ6XSULQFLSDODYDQFHIUHQWHDORVWUDEDMRVGH05DSKD­OHVODVLVWHPDWL]DFLµQ
P£VFODUDGHODVLGHDV\XQDPD\RUREMHWLYLGDGDODKRUDGHDQDOL]DUORVGDWRV
Para el estudio del arte parietal Laming-Emperaire planteó una nueva metodología en la que 
se consideran criterios externos, como el contexto en el que se localiza la obra que permite 
“[...] découvrir les circonstances materielles de l’utilisation d’un oeuvre[...]”, e internos, como 
el contenido de la representación, los “[...] themes préférés et leurs variantes, leur fréquence, 
OಬDWPRVSKHUHGLᚎ«UHQWHFKRLVLHSRXUFKDFXQGಬHQWUHHX[>@ರLAMING-EMPERAIRE, 1962, 
S3DUDHOODODHOHFFLµQGHHVSDFLRVWRSRJU£ᚏFRVVLPLODUHVPXHVWUDXQIRQGRFXOWXUDO
FRP¼Q PLHQWUDV TXH FRQMXQWRV WRSRJU£ᚏFDPHQWH GLIHUHQWHV OH SHUPLWHQ DLVODU JUXSRV
culturales independientes. Tras la presentación de su tesis doctoral, Laming-Emperaire 
YLDMµFRQVXPDULGRD$P«ULFD/DWLQDGRQGHFRQWLQXµVXVWUDEDMRVHQ$UTXHRORJ¯D(WQRORJ¯D
y Prehistoria de América del Sur. Por desgracia, un accidente en Brasil en 1977 truncó su 
vida y sus investigaciones prematuramente. 
André Leroi-Gourhan (Fig. 2.4) plantea una teoría análoga pero, aunque ambas teorías 
parezcan muy similares, sus premisas son diferentes: mientras que la primera autora parte 
de la obra, el segundo parte de la cueva y trata de poner en evidencia la manera en la que 
la decoración ha sido organizada, a pesar del aparente desorden que reina en el aparato 
GHFRUDWLYR1DFLGRHQFRPHQ]µVXVHVWXGLRVHQOHQJXDVH[WUDQMHUDVUXVR\FKLQR
pero también manifestó muy pronto su interés por la Arqueología, llegando a doctorarse 
GRVYHFHVODSULPHUDHQVREUHOD$UTXHRORJ¯DGHO$WO£QWLFREDMRODGLUHFFLµQGH0DXVV
ದTXHOHLQᚐXHQFLµQRWDEOHPHQWHHQVXSHQVDPLHQWRHVWUXFWXUDOLVWDದ\ODVHJXQGDVREUHORV
restos óseos humanos de Arcy-sur-Cure, defendida en 1954. Leroi-Gourhan destacó en 
varios campos de la Arqueología prehistórica, como el desarrollo de nuevos métodos de 
excavación centrados en el conocimiento del modo de vida de los prehistóricos y en la 
sistematización cronológica, dándole una 
mayor importancia a la cultura material y a 
ORV REMHWRV UHFXSHUDGRV HQ XQD H[FDYDFLµQ
arqueológica, que deben ser estudiados  en 
su totalidad y desde distintas disciplinas. Sin 
embargo, se le recuerda sobre todo por sus 
aportaciones en el campo del Arte parietal 
paleolítico desarrolladas en paralelo a las de 
Laming-Emperaire.   
Para Leroi-Gourhan el santuario subterráneo 
está organizado y  esa organización no 
ha variado durante el Paleolítico (LEROI-
GOURHAN  S  6X REMHWLYR HV
FRPSUHQGHU ODV HVWUXFWXUDV VLJQLᚏFDQWHV GH
la cavidad. Comenzando por el estudio de 
los signos, llegó a la conclusión de que había 
una dicotomía o dualidad entre los tipos, y 
que estos presentaban un marcado carácter 
sexual. Estructuró el espacio subterráneo 
en diferentes áreas –de entrada, central y 
GH IRQGRದVHJ¼QVX ORFDOL]DFLµQ WRSRJU£ᚏFD
y estudió las asociaciones entre especies 
animales en los distintos paneles. Este estudio 
lo aplicó en 62 cuevas que mostraron, a través 
de análisis estadísticos, una organización: 




cada cueva ha sido construida sobre un tema que resulta de la asociación de dos grandes 
herbívoros, los temas centrales, que se repiten dos, tres o cuatro veces invariablemente, 
SHURFRQIUHFXHQWHVPRGLᚏFDFLRQHVHQODVᚏJXUDVFRPSOHPHQWDULDV/RVDQLPDOHVTXHVH
asocian pueden aparecer tanto superpuestos como yuxtapuestos o en oposición (LEROI-
GOURHAN, 1958). En cuanto a la repartición temática establece tres clases: los animales 
centrales –bisonte, uro, mamut y caballo–, a los que se asocian los complementarios –como 
el ciervo o la cabra– y animales de “fondo” –como el león, el oso, el rinoceronte– y las 
UHSUHVHQWDFLRQHVKXPDQDV/RVWHPDVᚏJXUDWLYRVVHFRPSOHPHQWDQHQJUDQPHGLGDSRUORV
signos. Los grandes temas centrales aparecen acompañados por grandes signos femeninos 
y masculinos. Además aparecen signos de “advertencia” localizados a la entrada, en el 
IRQGR\HQ ORVFDPELRV WRSRJU£ᚏFRV  LEROI-GOURHAN, 1958, 1965). La repartición de 
las especies animales en el interior de la cavidad responde a frecuencias que constituyen 
un sistema de representación relativamente simple, pero cuyo contenido ideológico se le 
escapa (LEROI-GOURHAN, 1958).
Asimismo reevalúa la cronología propuesta por Breuil basada en dos grandes ciclos. 
Leroi-Gourhan propone una evolución lineal, de lo más sencillo a la culminación técnica y 
HVWLO¯VWLFDSDUWLHQGRGHO$XUL³DFLHQVHKDVWDᚏQDOL]DUHO0DJGDOHQLHQVHWHQLHQGRHQFXHQWD
DGHP£V ODVHVSHFLᚏFLGDGHV UHJLRQDOHV\HQPDUF£QGRORHQFXDWURHVWLORVTXHSUHWHQG¯DQ
romper con lo anterior, pero que en realidad resultan bastante continuistas con las teorías 
de Breuil (LEROI-GOURHAN, 1965). 
&RPRVHKDPHQFLRQDGRODSURSXHVWDGH/HURL*RXUKDQGLᚏHUHFRQUHVSHFWRDODVDQWHULRUHV
en el cambio del punto de vista, adoptando como punto de partida la cueva. Si la cueva está 
LQWHJUDGDHQHOPHQVDMHSDULHWDOHOREMHWLYRHVHVWDEOHFHUXQGL£ORJRHQWUHODGHFRUDFLµQOD
estructura de los espacios y el soporte parietal. Fue, además, uno de los primeros en tener 
HQFXHQWDODLOXPLQDFLµQFRPRXQIDFWRUGHWHUPLQDQWH\ODUHODFLµQHQWUHODᚏJXUD\HOVRSRUWH
SDULHWDOGHOTXHGLMRTXHHVW£GLUHFWDPHQWHHQUHVRQDQFLDFRQODREUD
(Q FXDQWR DO HVSDFLR FDYHUQDULR SODQWHD TXH ODV VXSHUᚏFLHV GHFRUDGDV KDQ VLGR
VHOHFFLRQDGDV8QHMHPSORTXHSURSRQHVHU¯DODVHOHFFLµQGHOXJDUHVUHFRJLGRVHQORVTXH
se situaron un gran número de representaciones, lo que implica un patrón espacial que no 
apunta a la aleatoriedad. Además, plantea un valor cronológico del uso del espacio: mientras 
que en periodos más antiguos apenas existe relación entre el soporte y la obra, los “artistas” 
del estilo III y IV aprovechan al máximo las características del soporte, bien para representar 
los relieves o la línea del suelo (LEROI-GOURHAN, 1992, p. 351). Otra idea clave de 
Leroi-Gourhan, en sus estudios espaciales, tomada de nuevo de Laming-Emperaire, es la 
conquista de la oscuridad. En tanto que las representaciones de los estilos I y II se localizan 
en la zona en la que bien hay luz diurna, bien una cierta claridad, la conquista del interior se 
produce en estadios más avanzados del Paleolítico superior (LEROI-GOURHAN, 1992, p. 
$VLPLVPRGDXQYDORUDOSDVRGHODOX]DODRVFXULGDGSUHVHQWDQGRGLIHUHQWHVHMHPSORV
HQORVTXHELHQODVᚏJXUDFLRQHVDSDUHFHQDFXPXODGDVHQOD]RQDHQODTXHDOFDQ]DODOX]
diurna, o bien solo aparecen a partir del punto en el que la luz natural no es perceptible. 
7DPEL«QWXYRHQFXHQWDHQVXVHVWXGLRVORVDFFLGHQWHVQDWXUDOHVWUDQVIRUPDGRVHQᚏJXUDV
(LEROI-GOURHAN, 1992, p. 216), que están ligados indirectamente al esquema espacial: 
un accidente natural ha inspirado una imagen concreta, aunque reconoce que es difícil de 
H[SOLFDU OD DSDUHQWH SUHVHQFLD GH ODV ᚏJXUDV HQ OD URFD )LQDOPHQWH SDUD /HURL*RXUKDQ
la cavidad posee un marcado carácter femenino en base al aprovechamiento de ciertos 




estudiadas contienen las respuestas que buscan los investigadores. Fueron los que abrieron 
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el campo de estudio tal y como lo conocemos en la actualidad. Las teorías de A. Leroi-
Gourhan fueron ampliamente criticadas por diversos autores desde distintos puntos de 
YLVWDODDPSOLWXGGHODPXHVWUDDQDOL]DGDODVXEMHWLYLGDGDODKRUDGHGHᚏQLUGHWHUPLQDGRV
paneles, las carencias en la estadística aplicada a los datos, la falta de unidad, la rigidez de 
su propuesta –sobre todo desde el punto de vista de la estructuración binaria–, etc. (BAHN 
& VERTUTGONZÁLEZ-SAINZUCKO & ROSENFELD, 1967).
Por otro lado, las ideas y paradigmas explorados por A. Leroi-Gourhan y A. Laming-Emperaire 
LQVXᚐDQXQQXHYRDLUHDODLQYHVWLJDFLµQGHODUWHSUHKLVWµULFR7UDVHOORVXQDJHQHUDFLµQGH
investigadores comienzan a aplicar nuevas metodologías al estudio del arte parietal y se 
introducen más variables a la investigación, como el estudio del contexto del arte parietal, y 
se buscan métodos de registro que no supongan un daño para las representaciones.
Tras Leroi-Gourhan y Laming-Emperaire las visiones estructuralistas continuaron. G. Sauvet 
VH IXQGDPHQWDHQFULWHULRVJHRP«WULFRVSDUD OD FODVLᚏFDFLµQGHVLJQRV FDGDXQRGH ORV
cuales tiene su propio valor, y concede una mayor libertad de asociación que la dicotomía que 
había propuesto Leroi-Gourhan, basándose en una oposición de lo masculino y lo femenino 
(SAUVET, 1988). Para Sauvet, la asociación u oposición de los diferentes tipos de signos 
SDUHFHVHUXQFµGLJR7UDVHODQ£OLVLVGHORVVLJQRVVHHPEDUFDHQORVWHPDVᚏJXUDWLYRV
de los que distingue trece tipos. Al igual que los signos, las asociaciones de temas en un 
mismo panel son frases dentro de un discurso. Distingue cuatro temas “fundamentales” 
ದFDEDOOR ELVRQWH FLHUYD \ PDPXWದ FRQ IUHFXHQFLD UHSUHVHQWDGRV DLVODGRV R ᚏJXUDGRV
en grupo y con temas “complementarios” (SAUVET, SAUVET, & WLODARCZYK 
SAUVET & SAUVETSAUVET & WLODARCZYK, 2000). Por otro lado, C. Barrière 
HVWXGLµODGXDOLGDGGHORV]RRPRUIRVGH5RXᚑJQDFGLYLGL«QGRORVHQWUHDQLPDOHVVDOLHQWHV\
entrantes (BARRIERE, 1982). Y D. VIALOU (1986) estudia las “relaciones temáticas” entre 
ODVᚏJXUDVSDULHWDOHVHQVXREUDVREUHODVFDYLGDGHVPDJGDOHQLHQVHVGHO$ULªJHOOHJDQGR
D FRQFOXVLRQHV FRPRTXHDSHQDVVHKDQDVRFLDGRVLJQRVD ODV ᚏJXUDFLRQHVDQLPDOHV \
en el caso de que se observe una asociación aparece repetida. Para el autor resulta difícil 
encontrar elementos similares entre las diferentes cuevas, por lo que concluye que “[...] le 
passage de la thémathique à la symbolique est l’acte créateur, construisant le sens propre à 
chaque grotte” (VIALOU, 1986, p. 379).
'LYHUVL¿FDFLyQGHHVWXGLRVODUHSUHVHQWDFLyQHQXQFRQWH[WRVXEWHUUiQHR
Los estudios llevados a cabo por A. Laming-Emperaire y A. Leroi-Gourhan dan comienzo 
a una nueva era en la investigación del Arte prehistórico. Se buscan nuevos enfoques y 
QXHYDVIRUPDVGHHVWXGLDUHO$UWHSDOHRO¯WLFRFRQHOREMHWLYRGHFRQRFHUPHMRUODVVRFLHGDGHV
paleolíticas. 
A. Leroi-Gourhan marca el punto de partida del cambio, abriendo el estudio del espacio 
natural de la caverna y la repartición de los motivos, y creando una nueva vía de estudio que 
se desarrollará durante las siguientes décadas aplicando diferentes metodologías. 
Por ello, y centrándonos en los diferentes aspectos que se analizarán en esta tesis doctoral, 
vamos a ver cómo se han desarrollado las investigaciones en los diferentes campos de 
HVWXGLR(QO¯QHDFRQORVREMHWLYRVSODQWHDGRVHODQ£OLVLVKLVWRULRJU£ᚏFRTXHYDPRVDKDFHU
se centra en lo que consideramos el “Contexto” de las representaciones parietales, que 
HVWRGRDTXHOORTXHODVURGHDHOVRSRUWHHOHVSDFLRODFDYLGDGORVYHVWLJLRVGHMDGRVSRU
las actividades humanas en la cavidad... Los temas que tratamos son el uso que se le ha 
dado a las cavidades a lo largo de la (pre)historia tanto en su zona exterior como interior, 
y dentro de ésta analizamos los diferentes estudios que se han llevado a cabo acerca de 
la frecuentación humana del ámbito subterráneo y los posibles usos que se han registrado 
en él, enfocado fundamentalmente desde el punto de vista de lo ritual. A continuación, y ya 
tomando como punto de partida las representaciones parietales, seguimos con los estudios 
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acerca de la organización del dispositivo parietal tras las tesis de A. Leroi-Gourhan y A. 
Laming-Emperaire, centrándonos sobre todo en aquellas que le dan especial énfasis al 
espacio cavernario y, también dentro de este marco, los acercamientos que se han hecho 
tomando como punto de partida el aprovechamiento del soporte. Finalmente, consideramos 
tres ámbitos de estudio que se han mencionado durante mucho tiempo, pero no se han 
analizado prácticamente hasta los últimos diez años: la visibilidad de las representaciones 
SDULHWDOHV GHQWUR GHO FRQMXQWR JU£ᚏFR OD SRWHQFLDO DXGLHQFLD TXH SRG¯DQ R QR WHQHU
GHWHUPLQDGDV UHSUHVHQWDFLRQHVRFRQMXQWRVGHJUDI¯DV\ᚏQDOPHQWH ORVHVWXGLRVTXHVH
han realizado acerca de la iluminación utilizada para ver las representaciones. 
 4.1. El uso de las cavidades a lo largo de la (Pre)Historia
Tradicionalmente las cavidades han sido utilizadas por los hombres durante toda la historia 
de la Humanidad y con un rango amplísimo de usos. Straus (1997) ha registrado usos muy 
variados de cuevas con yacimiento paleolítico que, durante el siglo XX, servían de lugar 
GHHQFXHQWURHQWUHMµYHQHVGHOSXHEOR&XHYD0D\RU$WDSXHUFDR]RQDGH3LFQLF7URX
Magritte) y durante la Guerra Civil como depósito de armas (La Riera) o como depósito de 
FDG£YHUHVWUDVHMHFXFLRQHV&REUHUL]DV7DPEL«QHVIUHFXHQWHVXXVRFRPRFHPHQWHULRV
en épocas recientes, fundamentalmente de gente sin recursos (Vidigal –Portugal– Abric 
Romaní) o como lugar de estabulación (Traúno, El Arco y Pondra) o lugar de almacenamiento 
8UGLDOHV/ORQ¯Q(LQFOXVRHQDOJXQRVFDVRVSDUDODIDOVLᚏFDFLµQGHDUWHSDULHWDOSDOHRO¯WLFR
como el caso de Cuetu Lledías (Asturias). Los usos de las cavidades han variado en gran 
PHGLGDDORODUJRGHOWLHPSRDODYH]TXHFDPELDEDVXFRQᚏJXUDFLµQI¯VLFDRVLPSOHPHQWH
las necesidades de los que les daban un uso. Otras cavidades han mantenido el mismo 
rol o la misma función durante largos periodos de tiempo, quizás por tradición quizás por 
las características de la cueva, que resultaban propicias para la función que se le estaba 
dando: usos como establos, basureros, necrópolis o cementerios y lugar de habitación son 
muy frecuentes durante toda la historia. Las cualidades físicas de las cavidades sirvieron en 
cada una de las instancias como un marco a la estructura y organización de las ocupaciones 
humanas y “las cuevas, como espacios utilizados por seres humanos, continúan vivos” 
(STRAUS, 1997, p. 6).
Sobre el uso de las cavidades durante el Paleolítico superior e inicios del Holoceno en la 
Cornisa Cantábrica existe un estudio bastante básico (GONZÁLEZ-MORALES, 1997) que 
pretende aunar de forma sencilla para qué se utilizaron las cuevas durante el Paleolítico. 
El caso más antiguo de ocupación de las cuevas se registra en los niveles del Paleolítico 
inferior de la cueva de El Castillo. Durante el Paleolítico medio la ocupación ya es frecuente 
en toda la región, incluyéndose largas secuencias como las de El Castillo, Morín y El Pendo 
en Cantabria, El Conde y Arnero en Asturias, y Axlor, Lezetxiki y Amalda en País Vasco, que 
UHᚐHMDQXQDPD\RUUHODFLµQHQWUHORVKXPDQRV\ODVFDYLGDGHVDXQTXHWRGDY¯DOLPLWDGDVD
su uso como lugar de habitación. Los inicios del Paleolítico superior hablan de continuidad 
con respecto a lo anterior, aunque ya comienza el uso de las cuevas para el arte parietal y 
como lugar de enterramiento. En la transición Pleistoceno-Holoceno hay una continuidad en 
el uso de las cuevas, aunque los territorios se vuelven más restringidos, y mientras que la 
frecuentación del espacio subterráneo parecía usual durante el Paleolítico superior, durante 
el Aziliense se vuelve a limitar su uso a lugar de habitación. 
 La frecuentación humana del ámbito subterráneo
Leroi-Gourhan (1992, p. 365) menciona brevemente en sus estudios la frecuentación de 
las cavidades aunque sin ser sistemático. El tránsito cavernario se comenzó a estudiar 
durante los años 70 y aparece como disciplina al investigar diferentes tipos de evidencias 





“Paléospéléologie” (Paleoespeleología), abriendo un nuevo campo de estudio que hasta la 
IHFKDSU£FWLFDPHQWHQRVHKDH[SORWDGR(OREMHWLYRGHOD3DOHRHVSHOHRORJ¯DHVFRQRFHUOD
circulación, exploración y permanencia en el interior de los diferentes espacios subterráneos 
durante el Paleolítico, a través de vestigios tanto de carácter antrópico como animal, que 
han perdurado en el contexto kárstico y su estudio a través de diversas disciplinas: arte 
parietal, icnología, paleontología, karstología, climatología...
Acerca del tránsito en el interior de las cuevas, a través de sus investigaciones en varias 









gran galería utilizarían una pared o la bóveda como guía para continuar el tránsito, en el 
FDVRGHJDOHU¯DVRVDODVDOWDV\DQFKDVXWLOL]DU¯DQXQDGHODVSDUHGHV\HQHOFDVR
de una galería ancha utilizarían la bóveda (5.5). Además, mostrarían una preferencia por los 
suelos duros y planos frente a blandos y 
en pendiente (ROUZAUD, 1978, p. 134) 
(Fig. 2.5). 
Entre los estudios que se llevaron a cabo 
en la cavidad de Lascaux (DELLUC & 
DELLUC, 1979a) se incluyó un ensayo 
sobre el acceso a las paredes en las que 
VHHMHFXWDURQODVUHSUHVHQWDFLRQHV\VH
concluyó que el carácter de la mayor 
parte de las paredes se explica por la 
SUHRFXSDFLµQGHODUWLVWDGHWUDEDMDUVREUH
paredes sanas no alteradas como las de 
los registros inferiores, obligándoles a 
recurrir a diferentes procedimientos para 
alcanzarlas, como pueden ser escaleras 
RDQGDPLDMHVOLJHURVGHORVTXHTXHGDQ
algunos vestigios. En otras ocasiones 
se utilizaba la escalada, no solo para 
alcanzar determinados paneles sino 
áreas de la cavidad. Esta interesante 
línea de investigación apenas se ha 
continuado tras las investigaciones llevadas a cabo en Lascaux. 
9LDORX HQ YDULRV GH VXV HVWXGLRV OH GHGLFD DOJXQDV UHᚐH[LRQHV DFHUFD GHO LWLQHUDULR TXH
seguirían los hombres paleolíticos y en torno a la visualización de las representaciones: el 
DUWHSDULHWDOUHTXLHUHHOGHVSOD]DPLHQWRGHOHVSHFWDGRUSDUDYHUHOFRQMXQWRHQVXWRWDOLGDG
y tiene que acceder desde la entrada hasta el fondo por un itinerario obligado que permite ir 
YLVXDOL]DQGRGHWHUPLQDGDVᚏJXUDV3RURWURODGRODVTXHHVW£QIXHUDGHOUHFRUULGRSULQFLSDO
QR VRQ YLVLEOHV LQPHGLDWDPHQWH \ VHKDQ ᚏJXUDGR LQWHQFLRQDOPHQWH HQ ULQFRQHVR VDODV
anexas, por lo que hay que desviarse (VIALOU, 2004, p. 13). Para el estudio propone tres 
YDULDEOHVVREUHHOWUD\HFWRTXHKD\TXHUHFRUUHUKDVWDORFDOL]DUODVSULPHUDVᚏJXUDVQXOR




(o casi nulo), corto, que abarca algunas 
decenas de metros, y largo, al menos cien 
metros (VIALOU, 1986, p. 335). 
6GH%HDXQHGHGLFDXQFDS¯WXORGHUHᚐH[LµQ
acerca de la frecuentación de las cavidades 
HQ XQ OLEUR GH GLYXOJDFLµQ FLHQW¯ᚏFD (Q
«O D WUDY«V GH XQD VHULH GH HMHPSORV
fundamentalmente de cuevas francesas, 
explica algunos de los usos que tenían las 
cuevas durante el Paleolítico superior, entre 
los que se incluye el arte parietal (BEAUNE 
DE, 1995, pp. 225–241). 
Y. Le Guillou (2005) hace una propuesta 
metodológica acerca del tránsito cavernario 
para el análisis de la cueva de Chauvet (Fig. 
2.6). Parte de la idea de que el tránsito por 
ODFDYLGDGHVW£GHᚏQLGRRFRQGLFLRQDGRSRU
YDULRVKHFKRVREMHWLYRV DOJXQRVSURSLRVDO
individuo, como sus capacidades físicas o 
los medios técnicos con los que cuenta –la 
fuerza o el alcance de la iluminación que 
SRUWD VX GXUDFLµQ HWFದ \ RWURV DMHQRV DO
LQGLYLGXR FRPR SRU HMHPSOR OD SUHVHQFLD
o ausencia de animales en el interior de la 
cueva. Estos hechos llevan a la selección 
de itinerarios o tipos de progresión 
impuestos por la morfología de la cueva. 
La presencia de algunos vestigios ligados a 
la antropización nos pueden permitir “leer” las elecciones operadas por los paleolíticos e 
LQGLUHFWDPHQWHWDPEL«QORTXHOHYLHQHLPSXHVWRSRUORDMHQRDOLQGLYLGXR$GHP£VSURSRQH
una caracterización de elementos morfológicos que pueden tener una incidencia notable en 
ODVFRQGLFLRQHVGHFLUFXODFLµQKD\TXHWHQHUHQFXHQWDODVPRGLᚏFDFLRQHVHVSDFLDOHVTXH
KD\DQSRGLGRRFXUULUHQWUHHOᚏQGHOXVRGHODFDYLGDG\HOPRPHQWRGHOGHVFXEULPLHQWR
Para el estudio se ha tomado en cuenta como referencia un adulto y sus capacidades a 
ODKRUDGHWUDQVLWDUSRUODFDYLGDGGHᚏQLHQGRORVGLIHUHQWHVWLSRVGHSURJUHVLµQ(OSULPHU
SDVR HV GHᚏQLU HQ GLUHFFLµQ GH HQWUDGD \ GH VDOLGD XQD FLUFXODFLµQ ಯDXWRP£WLFDರ TXH
permite recorrer toda la cavidad de la forma más sencilla posible y a partir de ahí establecer 
RWURVVHFWRUHVHQ IXQFLµQGH ODVGLᚏFXOWDGHVGHFLUFXODFLµQ HVFDODGDHVFDVRHVSDFLR
Lo que nos permite conocer las zonas transitadas por el prehistórico son las evidencias 
humanas que se han conservado en la cavidad, que pueden ser de carácter primario o 
VHFXQGDULRDOJRTXHVLVHWUDWDGHPDWHULDOHVFRQVHUYDGRVHQVXSHUᚏFLHSXHGHVHUGHGLI¯FLO
GHWHUPLQDFLµQ(VWDVHYLGHQFLDVSXHGHQVHUYROXQWDULDVದSRVLEOHVPHMRUDVSDUDIDFLOLWDUHO
paso, antorchazos de reavivado o marcas negras, depósitos intencionales de materiales 
arqueológicos,... pero sobre todo el arte parietal– o involuntarias –huellas, frotados/apoyos 
HQ ODV GLIHUHQWHV VXSHUᚏFLHVPDWHULDOHV DUTXHROµJLFRV H[WUDYLDGRVದ )LQDOPHQWH KDEU¯D
que tener en cuenta la cronología de las diferentes evidencias. 
Pastoors y Weniger proponen, dentro de un planteamiento metodológico enfocado al estudio 
de la organización espacial del arte parietal paleolítico, el transito interior de la cavidad como 
uno de los puntos fundamentales del estudio (PASTOORS & WENIGER'HᚏQHQXQD
tipología de ”salas” dependiendo de su tamaño y de las posibilidades de la iluminación (Fig. 
)LJXUD0DSDWRSRJUi¿FRGHODFXHYDGH&KDXYHWHQ
el que se han consignado los diferentes tipos de espacio 





end y entrances–. Asimismo, consideran tres modos de movimiento por la cueva: caminar, 
arrastrarse y trepar.  
Por desgracia, hasta la fecha el estudio del tránsito cavernario no ha sido muy explorado. 
Solo encontramos referencias parciales y sin que se haya aplicado a gran número de 
cavidades. En general, se estudian las evidencias arqueológicas que nos pueden permitir 
acercarnos al conocimiento de cómo se movían los paleolíticos por las cavidades pero de 
forma parcial, sin considerarlos como un todo y sin relacionarlas con las representaciones 




El uso del entorno cavernario: ¿comportamientos rituales?
Acerca del uso ritual de las cavidades se ha escrito con frecuencia. De hecho es una 
GH ODV WHRU¯DV TXH VH PDQHMD GHVGH ORV LQLFLRV GH ORV HVWXGLRV GH ODV FDYLGDGHV FRQ
evidencias prehistóricas. En la mayor parte de las ocasiones apenas se ha podido avanzar 
FLHQW¯ᚏFDPHQWHHQHOWHPDGDGRTXHODVHYLGHQFLDVFRQODVTXHFRQWDPRVVRQSDUFLDOHV\
no permiten conocer el posible desarrollo de estas prácticas. Desde el descubrimiento del 
arte parietal paleolítico se han propuesto diversas teorías sobre su posible función, teniendo 
en cuenta un amplio espectro de opciones incluyendo la posibilidad de rituales haciendo 
FRPSDUDFLRQHVHWQRJU£ᚏFDV\FRQVLGHUDQGRHOHQWRUQRFDYHUQDULRFRPRXQVDQWXDULR
Las primeras interpretaciones del arte paleolítico vienen de la mano de Lartet y Christy (1875), 
que pensaban que el arte se hacía por necesidad estética y que el hombre prehistórico 
era incapaz de tener una religión formada por la carencia de simbolismo. Esta teoría es 
UHFKD]DGD U£SLGDPHQWH SRU RWURV LQYHVWLJDGRUHV EDV£QGRVH HQ SDUDOHORV HWQRJU£ᚏFRV




Breuil la consideraba una propuesta totalmente anacrónica. 
A partir de ese momento, el arte parietal comienza a ser considerado como algo ritual. 
Reinach (1903) propone la teoría de la “Magia Simpática”, que es desarrollada por Begouën 
(1924), Cartailhac (1906) y Breuil (1952), a los que tradicionalmente se asocia la teoría, 
dándole al arte un cariz propiciatorio para la caza y un carácter innegablemente religioso 
y, apoyándose en la etnología, consideran que el arte constituye la expresión ideológica 
del grupo. Por lo tanto, si las representaciones tienen una razón religiosa, el lugar en el 
que se representaban sería un santuario y el que las creaba un “mago”, y por lo tanto son 
exclusivamente religiosas. Breuil adaptaba las teorías que proponían algunos otros autores 
al caso concreto del arte parietal y se relacionba con la escuela evolucionista que pugnaba 
SRUXQDHYROXFLµQGHORVLPSOHDORFRPSOHMR/DVFU¯WLFDVDHVWDWHRU¯DWDUGDU£QHQOOHJDU\
se basan fundamentalmente en que si las representaciones se hiciesen con esa intención se 
GLEXMDU¯DQRJUDEDU¯DQODVHVSHFLHVTXHDSDUHFHQHQHOUHJLVWURDUTXHROµJLFR
M. Raphaël (1986-reedición del original de 1945) es el primero que utiliza teorías 
estructuralistas y marxistas para explicar el arte paleolítico. Estas teorías son desarrolladas 
por A. Leroi-Gourhan y A. Laming-Emperaire. Ésta última propone que el arte paleolítico 
representa la sociedad y la religión de los grupos prehistóricos. Leroi-Gourhan toma estas 
teorías y las desarrolla, y continúa aceptando la idea de que la cueva es un santuario, 
idea que ninguno de los anteriores había cuestionado, y que las representaciones son 
H[FOXVLYDPHQWHH[SUHVLµQGHXQVLVWHPDGHFUHHQFLDVFRPSOHMDVFX\RSXQWRGHSDUWLGDHVW£
en dos principios opuestos que tendrían una marcada función sexual. La religión es para 
Leroi-Gourhan el único principio motor del arte paleolítico (LEROI-GOURHAN, 1965). 
Estas teorías fueron cuestionadas desde diversos puntos de vista, en los años 80 M. Conkey, 
desde el funcionalismo, propone que las cavidades servían como centros de agregación que 
facilitaban la cohesión de los grupos a través de rituales en el interior (CONKEY, 1980, 1987, 
1997). 
En los años 90 se produce una renovación y de nuevo se exponen teorías utilizando 
SDUDOHORVHWQRJU£ᚏFRV&ORWWHV\/HZLV:LOOLDPV DSOLFDQ OD WHRU¯DGHO FKDPDQLVPR
al arte parietal paleolítico: las cuevas se utilizarían como un lugar espiritual que permitía 
FRQHFWDUDWUDY«VGHODVSDUHGHVPHGLDQWHODHMHFXFLµQGHUHSUHVHQWDFLRQHVSDOHRO¯WLFDV
con esa espiritualidad. Owens y Hayden (1997) formulan que las sociedades paleolíticas 
serían “transigualitarias” y que las cavernas serían lugares dedicados a rituales con carácter 
iniciatorio.
En general, en la actualidad, existe un consenso por parte de diversos autores de considerar 
la cueva como un santuario. Por lo tanto, su consideración como lugar sacro lleva a plantearse 
algunas cuestiones, como quién tenía derecho a entrar y si existía algún tipo de ritual. Esto ha 
llevado a sacralizar todo lo que se localiza en su interior que se interpreta inequívocamente, 
como una manifestación simbólica sin considerar otros posibles usos. Además, apenas se 
ha estudiado realmente, basándose en evidencias arqueológicas localizadas en el interior 
de cavernas, la existencia fehaciente de posibles ritos. 
Algunos hallazgos, que pueden haber sido de carácter fortuito o son depósitos naturales, 
VHGHVFULELHURQRULJLQDOPHQWHFRPRULWXDOHVFRPRDOJXQRVGHGLFDGRVDORVRRODᚏJXUDFLµQ
GHPXMHUHVREHVDVGHᚏQLGDFRPRHOFXOWRDODPDGUHVRQFRQFHSWRVPX\H[WHQGLGRVHQOD
literatura que comenzaron a interpretarse de ese modo poco después del descubrimiento 
del arte paleolítico y que continúan hoy en día sin haberse examinado mediante el método 
DUTXHROµJLFR(LQFOXVRSRFRVVHKDQSODQWHDGRODVLJQLᚏFDFLµQGHORVFRQFHSWRVGHULWR
ritualización, sacralidad... y otros necesarios para continuar denominando “santuario” al 
entorno cavernario. Arias (2009) elabora una historiografía desde el punto de vista de la 
DUTXHRORJ¯D\HO XVRGHO FRQFHSWRGH ULWRHQHOODTXH WLHQGHDVHU OD FODVLᚏFDFLµQFRPR
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“ritual” o “simbólica” de cualquier evidencia que no tenga un carácter “normal/doméstico” o 
“conocido”. 
Contrarios a la interpretación del arte como vehículo de una religión y su entorno como 
santuario, Balbín Behrmann y Alcolea (1999), opinan que, con los datos con los que contamos, 
QRHVI£FLOKDEODUGHVDQWXDULRFRPRH[SOLFDFLµQGHODDFWLYLGDGJU£ᚏFDGHXQJUXSRVRFLDO
ni comprender la religión como única razón explicativa de todo un sistema representativo 
variado. Critican las teorías previas basadas en la etnografía y el estructuralismo y se 
plantean si lo que conocemos del arte paleolítico es realmente lo que hubo o solamente lo 
que se ha conservado. Los descubrimientos del arte parietal al aire libre y la proximidad de 
representaciones en zonas de hábitat hacen pensar a los autores que el concepto religioso 
no es la única explicación de la variedad del comportamiento artístico humano y que el 
YHK¯FXORJU£ᚏFRSXHGHKDEHUVHUYLGRSDUDWUDQVPLWLUPHQVDMHVGHFXDOTXLHUQDWXUDOH]D
%UDGOH\ RSLQDTXHHQHO UHJLVWURDUTXHROµJLFRH[LVWHXQDJUDQGLᚏFXOWDGD ODKRUD
de diferenciar lo funcional de lo ritual dado que en muchas ocasiones ambos conceptos 
SXHGHQHVWDUOLJDGRVGHXQDIRUPDLQH[WULFDEOH3URSRQHTXHODGHᚏQLFLµQGHULWXDOGHEHU¯D
ser dinámica puesto que en general, en las sociedades lo ritual aparece también en las 
DFWLYLGDGHVGLDULDV\GRP«VWLFDV(VWDPLVPDWHRU¯DODGHᚏHQGHQ6ZDUW]\+XUOEXWW
que opinan que la separación entre lo ritual/sagrado y lo “usual” es una teoría etnocéntrica 
occidental. 
Pigeaud (2007) se pregunta acerca del papel de una cueva: se ha demostrado que no 
es una galería de arte ni, salvo en algunos casos, una zona de hábitat, por ello debe 
considerarse un lugar sagrado y por lo tanto utilizado con una cierta periodicidad, pero 
¿como determinar la periodicidad en un lugar que es un palimpsesto de eventos por el 
tiempo?. Dentro de este marco propone categorizar las evidencias arqueológicas en cinco 
tipos: l’usuel –aquello habitual como hogueras o concrecciones rotas–, l’exceptionnel –peor 
categorizada puesto que se pregunta si son excepcionales por haberse conservado o si lo 
son por ser únicas, dentro de ésta podrían incluirse las estructuras–, le répété –cualquier 
cosa fuera de lo normal pero que aparece en múltiples ocasiones, como los depósitos de 
KXHVRVRV¯OH[IUDJPHQWDGRVದOಬHᚎDF«ದFXDOTXLHUFRVDTXHPXHVWUHVLJQRVGHKDEHUVLGR
ERUUDGR SDUFLDOPHQWHದ \ ᚏQDOPHQWH OಬDEVHQW R EODQFV LFKRQRJUDSKLTXHV ದ]RQDV HQ ODV




Arias (2009), a pesar de la crítica que hace al uso de la palabra ritual dentro de la 
arqueología basándose en las opiniones de diferentes autores, continúa considerando 
que es más probable que las evidencias arqueológicas localizadas en el interior de una 
cavidad tengan un carácter ritual sin adulterar por la ausencia de evidencias arqueológicas 
“habituales”. Tomando como punto de partida algunos casos descritos como evidencias 
GH ULWXDOHV FRUUHVSRQGLHQWHV DO0DJGDOHQLHQVH&DQW£EULFR GHᚏQHXQD VHULH GHDWULEXWRV
–la localización en determinadas áreas, la limitación espacio-temporal, la ausencia de 
materiales arqueológicos de uso doméstico, la presencia de construcciones, artefactos con 
DUWHPXHEOH\GHFRORUDQWH URMR\ ODSUR[LPLGDGGHODUWHSDULHWDOದTXHSRGU¯DQD\XGDUD
determinar si se trata realmente de evidencias con carácter ritual. Concluye que algunas 
HYLGHQFLDVFRPRODORFDOL]DFLµQHQ£UHDVHVSHF¯ᚏFDVGHODFXHYDODUHSHWLFLµQGHDOJXQRV
de los atributos y la limitación espacio-temporal permitirían plantear la hipótesis, siempre 
que se utilice documentación empírica y el enfoque metodológico adecuado, de que se 
traten de restos de rituales. 
3DUDOHORD ODV WHRU¯DVHQ ODVTXHVHFRQVLGHUDHO ULWXDOFRPRREMHWLYRGH ODHMHFXFLµQGHO
DUWH SDOHRO¯WLFR 5H]QLNRᚎ SODQWHD REZNIKOFF & DAUVOIS REZNIKOFF, 2001, 
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2002, 2010), utilizando sus propios términos, 
la “dimensión sonora” de las cavidades, 
en las que se estudia la cualidad acústica 
la cavidad (Fig. 2.8). Sus conclusiones, a 
partir del estudio de varias cavidades, son 
TXH ODV ᚏJXUDFLRQHV VH ORFDOL]DQ HQ JUDQ
parte de los casos, en puntos en los que 
hay una gran resonancia acústica. Ésta 
estaría en consonancia con un uso ritual de 
ODVFDYLGDGHVHQODVTXHVHFRQMXJDU¯DQODV
representaciones paleolíticas con cánticos 
(REZNIKOFF & DAUVOIS, 1988, p. 245). 
Incluso en algún momento ha planteado la 
relación entre unos determinados sonidos 
\ OD UHSUHVHQWDFLµQ GH DOJXQDV ᚏJXUDV
animales concretas, aunque de forma 
preliminar con la intención de explorar esta 
posibilidad más adelante. El mismo punto de 
vista y los mismos resultados preliminares 
presenta, poco después, S. Waller (1993b), 
aunque propone que el abundante número 
de representaciones de ungulados se debe 
a que formarían parte de un ritual en el que 
la percusión y el eco que se produce en la 
cavidad imitarían el sonido de los cascos de 
esos animales (WALLER, 1993a, p. 501).
4.2. La organización del dispositivo parietal
7UDVORVSUHVXSXHVWRVGH$/HURL*RXUKDQVHGDXQDHQRUPHGLYHUVLᚏFDFLµQHQHOHVWXGLR
de la organización espacial del dispositivo parietal. Algunos autores plantean sus ideas 
siguiendo la misma línea que A. Leroi-Gourhan, otros proponen nuevas metodologías que 
QRKDQVLGRDSOLFDGDVDXQJUDQQ¼PHURGHFRQMXQWRV
D. Vialou (1986) retoma el estudio del espacio de la cavidad tras Leroi-Gourhan,  cambiando 
el punto de vista que había tomado Leroi Gourhan. Vialou propone el análisis de cada una 
de las cavernas individualmente, mientras que Leroi-Gourhan partía de un concepto único 
en la organización espacial de la cavidad. Estudia el encuadre natural de los dispositivos 
SDULHWDOHV XWLOL]DQGR GLIHUHQWHV YDULDEOHV OD ORFDOL]DFLµQ JHRJU£ᚏFD GH ODV FXHYDV VXV
DFFHVRVODFLUFXODFLµQVXEWHUU£QHDODUHODFLµQGHODVᚏJXUDVFRQODOX]GHOG¯D\HOWLSRGH
construcción parietal que puede ser continua, discontinua o heterogénea. Concluye que 
no existe un estereotipo, ni un modelo único de santuario. Cada cueva aparece como un 
PLFURFRVPRVGLIHUHQWHFRQVWUXLGRGHIRUPDRULJLQDO\ODFODVLᚏFDFLµQU¯JLGDGHORVVDQWXDULRV
no tiene en cuenta más que una parte de sus elementos y por lo tanto solo una parte de la 
realidad (VIALOU, 1986, pp. 335–336).  
Introduce, en el ámbito parietal, la necesidad de un estudio del ambiente subterráneo. 
Su análisis desemboca en lo que denomina “dispositif pariétal”: las representaciones han 
VLGR RUGHQDGDV HQ IXQFLµQ GH ODV FDUDFWHU¯VWLFDV QDWXUDOHV WRSRJU£ᚏFDV \ PRUIROµJLFDV




Figura 2.8. Relaciones entre el arte parietal y un de-
terminado sonido en la cavidad de Le Portel (Francia) 
(REZNIKOFF & DAVOIS,1988 p.243
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despliega el dispositivo parietal, que es la construcción compuesta por representaciones 
y espacios entre las representaciones dándoles un encuadre y por lo tanto profundidad, 
SHUVSHFWLYDYLVXDOHVGHFLUXQDWHUFHUDGLPHQVLµQTXHFRQMXJDORQDWXUDOFRQODHOHFFLµQ
cultural. Finalmente, incluye una cuarta dimensión, las construcciones simbólicas, que se 
organizan en dos escalas: la natural, dependiente del espacio de la cueva, y la simbólica que 
parece ser original en cada sitio, en contra de lo que pensaba Leroi-Gourhan. Esta cuarta 
dimensión tiene, además, un marcado carácter temporal.  
Stone y Bahn (1993) proponen, a través de la comparación del arte parietal paleolítico con 
el arte en cuevas de la cultura maya, una vuelta a la comparación con otras sociedades 
PHMRUGRFXPHQWDGDVSXHVWRTXHSXHGHQDSRUWDUP£VLQIRUPDFLµQDFHUFDGHODJHVWLµQGHO
espacio y el conocimiento de la cultura. Sin embargo, no pasan de la mera comparación 
de algunos hechos comunes entre las representaciones de ambas culturas, sin entrar en 
análisis pormenorizados. 
De las Heras (1994) parte de que si los paleolíticos eran capaces de organizar de forma 
HᚏFLHQWHVXDPELHQWHGRP«VWLFR WDPEL«Q WHQGU¯DQ ODVPLVPDVFDSDFLGDGHVD ODKRUDGH
RUJDQL]DUODVUHSUHVHQWDFLRQHVSDULHWDOHVHQHOHQWRUQRVXEWHUU£QHRSDUDFXPSOLUORVᚏQHV
deseados. En su análisis de la Galería A de La Pasiega incluye, además de la localización 
H[DFWD GH ODV UHSUHVHQWDFLRQHV JU£ᚏFDV RWUDV YDULDEOHV TXH SXHGHQ HVWDU HQ UHODFLµQ D
la localización, como pueden ser las técnicas artísticas aplicadas, los recursos estilísticos, 
HOJUDGRGHDFDEDGRHOWDPD³RGHODVᚏJXUDVODLQᚐXHQFLDGHOVRSRUWH\ODFURQRORJ¯D$
continuación analiza estadísticamente las variables y llega a la conclusión de que en la 
galería A se aprecia “una estructuración precisa del espacio subterráneo a través de una 
RUGHQDFLµQHQORVWHPDV\VXXELFDFLµQHQHPSOD]DPLHQWRVVLJQLᚏFDWLYRVರHERAS, 1994, 
p. 299).
Swartz y Hurlbutt (1994) proponen una metodología para el estudio del espacio aplicada al 
arte de sociedades de cazadores recolectores, desde el punto de vista de la percepción y 
la respuesta de un ser humano a una localización determinada. Ésta se registra en fases 
progresivas, que van desde la existencia de un espacio concreto hasta la percepción como 
lugar sagrado, pasando por fases como la familiarización con el espacio, su progresiva 
YDORUDFLµQODRFXSDFLµQ\ODHMHFXFLµQGHULWXDOHVRFHUHPRQLDVOOHYDQGRDVXVDFUDOL]DFLµQ
3ODQWHDQTXHHQWUHHOHVSDFLR\HOXVRTXHVHOHGDKD\XQDUHODFLµQLQWHUDFWLYDSRUORWDQWR
si seguimos contando con el espacio, se puede reconstruir el uso que se le dio y por lo tanto 
también se puede aplicar al arte prehistórico. Para ello, parten de tres variables que están 
presentes en “todo” espacio: la entrada –paso o dirección a un lugar–, el recinto –lo que 
cierra o limita un espacio– y el foco –el punto central de atención. Distinguen entre espacio 
“práctico” –el espacio disponible, real– y espacio “virtual” –el espacio que está generado por la 
percepción de una persona y que no tiene límites físicos, reales–. Además, argumentan que 
la separación entre sagrado y profano es probablemente una idea etnocéntrica, relacionada 
con el pensamiento occidental, por lo que es posible que para los prehistóricos la división 
entre lo sagrado y lo profano no fuese real. 
Lorblanchet (1995b) también dedica un capítulo a “La caverne participante”. Tomando el 
concepto de Leroi-Gourhan, trata nuevos acercamientos al arte parietal y, a través de una 
VHULHGHHMHPSORVLOXVWUDODVYDULDEOHVTXHKDEU¯DTXHHVWXGLDUSDUDDYDQ]DUKDFLDXQPHMRU
conocimiento acerca de la estructura parietal: el estudio del aprovechamiento del soporte o 
la integración de volúmenes, la existencia de un espacio acústico,... pero sin sistematizarlo. 
*RQ]£OH]*DUF¯DHVWXGLDODGLVWULEXFLµQHVSDFLDOGHODVᚏJXUDVSDULHWDOHVFRQHO
REMHWLYRGHLQWHQWDUFRPSUREDUODH[LVWHQFLDGHXQDRUJDQL]DFLµQHVSDFLDO\ORTXHGHQRPLQD
“programa decorativo” tomando como punto de partida el panel. Analizando algunas variables 
I¯VLFDVGHOSDQHOORFODVLᚏFDHQWUHVFDWHJRU¯DVDFWLYRQRDFWLYRRQRGHWHUPLQDEOH$SOLFDQGR




de panel con unas características físicas bien diferenciadas. Los paneles activos son los 
P£VYLVLEOHV\FDVLVLHPSUHVHUHSUHVHQWDURQHQHOORVᚏJXUDVSLQWDGDV\ELVRQWHVPDQRV
en negativo, bóvidos o renos de manera preferencial. Por otro lado los paneles no activos 
VHORFDOL]DQHQVRSRUWHVPHQRVYLVLEOHV\HQOXJDUHVP£VಯUHFRJLGRVರHQHOORVVHWUD]DURQ
preferencialmente representaciones pintadas (signos, ciervas, ciervo y caballo). Por último, 
ORVQRGHWHUPLQDEOHVQRWLHQHQFDUDFWHU¯VWLFDVGHᚏQLGDVDXQTXHVXHOHQVHUSRFRYLVLEOHV\
FRQWHQHUᚏJXUDVJUDEDGDV(QFXDQWRDOSURJUDPDGHFRUDWLYRSUHVHQWDXQDSURSXHVWDGH
organización en base a diferentes áreas: principal, de acceso, de circulación, marginal y 
de cierre, de características similares a las propuestas por Leroi-Gourhan aunque con una 
PD\RUᚐH[LELOLGDG
'MLQGMLDQ SURSRQHXQDQXHYDKLSµWHVLVDFHUFDGH ODHOHFFLµQGHOEHVWLDULRGHODUWH
paleolítico y su distribución en la cavidad: la zoocenosis presente en un determinado 
PRPHQWRFURQROµJLFR\FOLP£WLFRKDEU¯D WHQLGRXQD LPSRUWDQWH LQᚐXHQFLDHQ ODVHVSHFLHV
UHSUHVHQWDGDVHQODFDYLGDG(QVXVFRQFOXVLRQHVSURSRQHTXHHOHVSDFLRWRSRJU£ᚏFRGHOD
cavidad representa el espacio del territorio de desplazamiento de los cazadores y el bestiario 
representado son las especies que se encontraron durante estos traslados.
*DUDWHHQVXWHVLVGRFWRUDOSURSRQHXQDFHUFDPLHQWRDODVJUDI¯DV]RRPRUIDVURMDV
desde dos puntos de vista. Por un lado, la distribución espacial de los espacios decorados y 
por otro, la organización interna de cada uno de ellos.  Centrándonos en el primero, el autor 
HVWDEOHFHXQDVYDULDEOHVUHODFLRQDGDVFRQHO£PELWRWRSRJU£ᚏFRLQLFLDOPHGLR\WHUPLQDO
de acceso (principal y lateral), la distancia de visibilidad (corta, media y larga) y el desarrollo 
HVSDFLDOGLVSHUVR\FRQFHQWUDGR(ODQ£OLVLVGHHVWDVYDULDEOHVDSOLFDGDVDOFRQMXQWRGH
estudio le lleva a determinar una gran variabilidad en la distribución de las zonas decoradas 
aunque extrae algunas conclusiones generales: las zonas más intensamente decoradas 
HVW£Q ORFDOL]DGDVHQ ODSDUWH LQWHUPHGLDGHOGLVSRVLWLYRHQHOHMHSULQFLSDOGH WU£QVLWRHQ
JDOHU¯DVRVDODVDPSOLDV\YLVLEOHVFRQPHQRUIUHFXHQFLDDSDUHFHQIXHUDGHOHMHSULQFLSDO
de tránsito. Destaca que en ningún caso aparecen combinados ambos tipos de distribución 
en una misma cavidad. Las áreas iniciales de la cavidad no están densamente decoradas a 
H[FHSFLµQGHGRVFRQMXQWRVPLHQWUDVTXHHQODVᚏQDOHVVXHOHDSDUHFHUGHFRUDFLµQDSHVDU
de ser de menor tamaño y por lo tanto tener menor visibilidad. En cuanto a la concentración, 
HQJHQHUDOODVJUDI¯DVURMDVDSDUHFHQDJUXSDGDVVRORHQDOJXQRVFDVRVDSDUHFHQGLVSHUVDV




zonas secundarias con acceso complicado (GARATE, 2010, p. 366). 
 Aprovechamiento del soporte
Dentro del marco del estudio de la distribución del dispositivo decorativo se propuso que 
una de las razones por las que el arte parietal se distribuía de una cierta manera, podía 
venir dado por el soporte (GROENEN$OJXQRVLQLFLDOPHQWHDᚏUPDURQTXHODVIRUPDV
del soporte y los accidentes rocosos podían inspirar o, incluso, marcar la pauta a la hora 
GHᚏJXUDUXQ]RRPRUIRRVLJQRGHWHUPLQDGRSXGLHQGRWHQHUXQPDUFDGRREMHWLYRVLPEµOLFR
dentro del plan de organización del dispositivo parietal (LEMOZI, 1929, p. 45). 
Los pioneros del estudio del arte parietal no tomaron demasiado en cuenta el soporte 






cierto es que en ningún caso lo incorporaron en sus estudios. 
Como ya hemos mencionado, la puesta en valor del soporte viene de la mano de Raphaël 
y fue desarrollada por Leroi-Gourhan dentro del marco de sus estudios acerca de la 
distribución espacial de las representaciones parietales. Progresivamente el soporte y la 
ORFDOL]DFLµQWRSRJU£ᚏFDGHODVUHSUHVHQWDFLRQHVFREUDP£VLPSRUWDQFLDHQORVHVWXGLRVGH
arte parietal, se comienzan a representar en los calcos y a considerar en las descripciones 
de los estudios de las cavidades. A partir de los años 50 se comienza a tener en cuenta 
el aprovechamiento del soporte para casos concretos. Nougier y Robert (1955), son los 
primeros en publicar acerca del tema, concretamente sobre antropomorfos y Vezian (1956) 
para el caso de la cueva de Le Portel. Leroi-Gourhan dentro de su marco de investigaciones 
piensa que la búsqueda del volumen lleva a la elección de unos determinados accidentes 
GHODSDUHGTXHSXHGHQLQWHJUDUVHSDUFLDORWRWDOPHQWHHQHOFRQWRUQRGHXQDᚏJXUDORTXH
le lleva a proponer la idea de una concepción artística preconcebida y una simbiosis entre la 
pared, la representación y el espacio (LEROI-GOURHAN, 1965, 1992). 
La primera en interesarse de una forma más concreta en el estudio del aprovechamiento 
GHOVRSRUWHHV0//HMHXQHHQODG«FDGDGHORVGHOVLJOR;;3URSRQHXQDPHWRGRORJ¯D
para su análisis y una tipología de los relieves utilizados con frecuencia para el arte 
SDULHWDOFHQWU£QGRVHHQORVGHFDU£FWHUQDWXUDO\GHMDQGRGHODGRDTXHOORVSUHSDUDGRVSRU
HOVHUKXPDQR/DVFRQFOXVLRQHVGHVXV WUDEDMRVVHSXHGHQUHVXPLUEUHYHPHQWHHQTXH
el aprovechamiento más frecuente para las representaciones animales es la de la línea 
F«UYLFRGRUVDO \ ORVRMRVGHPDQHUDJHQHUDO VHSRGU¯DGHFLUTXHQRSDUHFHHQFRQWUDUVH
una constancia en el uso de los relieves a la hora de trazar las representaciones parietales, 
aunque en algunos casos concretos sí que se pueden extraer conclusiones. En cuanto 
D OD ORFDOL]DFLµQ WRSRJU£ᚏFDGH ODV UHSUHVHQWDFLRQHVHQ ODVTXHVHKDQDSURYHFKDGR ORV
relieves parietales parece que es mucho más frecuente que aparezcan en zonas oscuras 
(LEJEUNE, 1985, 1986, 2004). 
7UDV ORV HVWXGLRV GH /HMHXQH DXQTXH QR QHFHVDULDPHQWH DSOLFDQGR VX PHWRGRORJ¯D
HO HVWXGLR GHO VRSRUWH FRPLHQ]D D GLYHUVLᚏFDUVH \ VH EXVFD OD VLVWHPDWL]DFLµQ 3DUD
/RUEODQFKHWHOಯDUWLVWDರSDOHRO¯WLFRQRGRPLQDODGLVSRVLFLµQGHODVᚏJXUDVVLQRTXHVLJXHOD
voluntad de la cueva adaptándose a sus particularidades morfológicas. Las imágenes están 
latentes en la roca y el artista las revela en un gesto fecundador que les comunica con los 
espíritus (LORBLANCHET, 1995a, p. 173). Esta idea la comparten J. Clottes y J. D. Lewis-
Williams (CLOTTES & LEWIS-WILLIAMSLEWIS-WILLIAMS, 1997) en sus teorías 
FKDP£QLFDVHQODVTXHORVDUWLVWDVᚏJXUDU¯DQODVUHSUHVHQWDFLRQHVHQHOOXJDUHQHOTXHORV
espíritus les habían revelado durante el trance. 
R. Pigeaud (1998), en el marco del estudio del uso del volumen en las representaciones 
SDULHWDOHV GH FDEDOORV FODVLᚏFD HO XVR GH ORV UHOLHYHV SURSRQLHQGR XQD FODVLᚏFDFLµQ DO
igual que Sauvet y Tosello (1998), que proponen tres escalas de lectura: la topografía, la 
PDFURPRUIRORJ¯D\ᚏQDOPHQWHODPLFURPRUIRORJ¯DHQODTXHGLVWLQJXHQYDULRVWLSRVDSDUWLU
GHODGLIHUHQWHLPSODQWDFLµQGHODᚏJXUDHQHOVRSRUWHTXHSXHGHQVHUಯGHHQFXDGUHರಯGH
sustitución” o “de disposición”. 
En la última década E. Robert, en el marco de su tesis doctoral (ROBERT, 2006), estudia la 
UHODFLµQHQWUHORVVLJQRV\HOVRSRUWHSDULHWDOSURSRQLHQGRXQDPHWRGRORJ¯DHVSHF¯ᚏFDSDUD
el estudio de los mismos. Las conclusiones que extrae de este estudio son similares a las de 
0//HMHXQHDFHUFDGHODVUHSUHVHQWDFLRQHV]RRPRUIDVH[LVWHXQDJUDQGLYHUVLGDG\HVGLI¯FLO
observar una homogeneidad o una repetición del uso de un mismo relieve entre diferentes 
cuevas. Más que una constancia regional, el uso de relieves parietales parece regularmente 
utilizado en ciertas cavidades para series de signos del mismo tipo. La conclusión es que 




una constante (ROBERT, 2007, 2009a, 2009b). 
Por otro lado, el estudio del aprovechamiento del soporte se ha ido instalando progresivamente 
HQODV LQYHVWLJDFLRQHVGHODVFDYLGDGHVFRQDUWHSDULHWDO LQFOX\«QGRVHSRUHMHPSORHQOD
PHPRULDGHW«FQLFDV\HVWXGLRVGHDUWHSDULHWDOGHO*URXSHGH5«ᚐH[LRQVXUOಬ$UW3DO«ROLWLTXH
(GRAPP, 1993), por lo que desde los años 90 se encuentran abundantes referencias en 
HVWXGLRVPRQRJU£ᚏFRV
4.3. Visibilidad
Acerca de la visibilidad sobre el arte 
paleolítico se ha escrito mucho, pero sin 
una metodología que permita extraer 
conclusiones. 
Los primeros estudios de visibilidad sobre la 
Prehistoria se hicieron sobre monumentos 
PHJDO¯WLFRV FRQ HO REMHWLYR GH H[SOLFDU VX
GLVWULEXFLµQ HQ HO SDLVDMH 5HQIUHZ 
propuso una metodología para registrar 
la información de la visibilidad a través 
de mapas en los que se registraba la 
LQWHUYLVLELOLGDG\FXDQWLᚏFDUOD(QHVWDPLVPD
línea continuaron Bradley (1991, 1995) y 
diversos autores (CHIPPINDALE & NASH, 
2004). El mismo planteamiento ha sido 
aplicado por el grupo de Arqueología del 
3DLVDMH HQ ODV G«FDGDV SRVWHULRUHV HQ OD
Península Ibérica, sobre la localización de 
ORV PRQXPHQWRV PHJDO¯WLFRV HQ HO SDLVDMH
su visibilidad y ampliándolo a la visibilidad de 
los grabados que se trazaron sobre algunos 
de ellos (CRIADOFÁBREGAS 
& RODRÍGUEZ-RELLÁN  SANTOS-
ESTÉVEZ & CRIADO  VILLOCH & 
CRIADO, 1998). 




negra, que presenta diferente forma si se observa desde el punto que habría tenido el artista 
HQHOPRPHQWRGHODHMHFXFLµQದGHVGHGRQGHVHYHU¯DDODUJDGDದRGHVGHHOQLYHOGHOVXHOR
de la galería –desde donde las proporciones aparecen correctas– (Fig. 2.9). Para el autor, 
esto demostraría que la obra estaría destinada a un grupo concreto de individuos mientras 
que zonas profundas de la cavidad implicarían un uso individual, concluyendo que el espacio 
sugeriría la función de las representaciones parietales. Y. Surre (1992), casi una década 
después, critica este proceder aduciendo que la anamorfosis en este caso no es real, sino 
el efecto de la fotografía de la representación, que está situada en varios planos, y que por 
ORWDQWRHVWDU¯DPRVDQWHXQDGLVWRUVLµQµSWLFDP£VTXHJU£ᚏFD
R. González-García (1985) incluye la visibilidad en su planteamiento de estudio espacial de 
la cavidad, primero en cuanto al acceso y segundo en cuanto a la relación espacial entre 
ORVVRSRUWHV7RGRVXSODQWHDPLHQWRVHEDVDHQODFODVLᚏFDFLµQGHORVSDQHOHVGHFRUDGRV
Figura 2.9. Uro de la cueva de Lascaux que presenta an-
amorfosis. La fotografía de arriba está tomada desde el 
suelo de la sala; la de abajo desde la posición del artista 




factores entre los que se incluyen la visualización y su “incidencia” en el espacio. 
El tema de la visibilidad en general se ha incluido dentro de diversos estudios de cavidades 
en las últimas décadas. Sin embargo, no se ha tratado, al contrario que otras variables, 
FRQP«WRGRFLHQW¯ᚏFR+DVWDODIHFKDODPD\RUSDUWHGHODVPHQFLRQHVDODYLVLELOLGDGVRQ
DᚏUPDFLRQHVJHQHUDOHVHQFXDQWRDOFDVRFRQFUHWRGHHVWXGLRBAHNBEAUNE DE, 
 GROENEN  LORBLANCHET, 
1995b). Algunas de éstas se han estudiado 
en relación a la iluminación, tema que 
trataremos más adelante. 
6 9LOOHQHXYH   SURSRQH XQD
interesante metodología para el estudio de 
la visibilidad que aplicamos, en parte, en 
esta tesis doctoral. El enfoque de partida 
se basa en intentar determinar el uso que le 
daban los paleolíticos a las cavidades y es 
hasta la fecha el único intento de incluir el 
estudio de la visibilidad de forma sistemática. 
Para la autora el espacio tendría un marcado 
carácter ritual y podría dividirse en dos tipos 
de contexto: el público y el privado. Según 
la autora, los investigadores se habían dado 
cuenta de las diferencias entre espacios pero 
no se había hecho un estudio sistemático 
sobre el mismo. Como punto de partida toma 
las “impresiones” de diferentes autores en 
algunos casos concretos y, a partir de ellas, 
propone una serie de variables a registrar 
como son el espacio físico, consideraciones 
YLVXDOHV\ODVFDUDFWHU¯VWLFDVGHODVUHSUHVHQWDFLRQHV/DYLVLELOLGDGMXJDU¯DXQUROLPSRUWDQWH
en la localización de las imágenes, tanto desde el punto de vista de un grupo como de un 
individuo (Fig. 2.10). Otros aspectos como el simbolismo o razones prácticas también se 
tendrían en cuenta. 
Otra propuesta de estudio de la visibilidad es la que propone P. Ortega (2014) planteando 
HOXVRGH6,*6LVWHPDVGH,QIRUPDFLµQ*HRJU£ᚏFDHQHO LQWHULRUGH ODVFDYLGDGHVSDUD
obtener información acerca de la visibilidad de los diferentes motivos. Sin embargo, la 
aplicación de los SIG a las cavidades plantea diferentes problemas, como la necesidad 
GH UHJLVWURV ' GH XQRV £PELWRV TXH DSHQDV HVW£Q FDUWRJUDᚏDGRV \ SRU RWUR ODGR OD
iluminación. Los resultados preliminares que se presentan en el artículo son interesantes, 
pero revelan por otra parte, importantes problemáticas con difícil solución, además de que 
HVWHWLSRGHHVWXGLRVVRQGLI¯FLOPHQWHDSOLFDEOHVDXQJUDQQ¼PHURGHFRQMXQWRVSRUHOFRVWH
monetario y de inversión temporal que implica la creación del SIG. 
4.4. Aforo/Audiencia
El uso de las cavidades por parte de grupos o individuos aislados aparece en la literatura 
FRQIUHFXHQFLDDXQTXHVXHOHQVHUDᚏUPDFLRQHVJHQHUDOHVLQFOXLGDVHQODGHVFULSFLµQGH
XQD VDOD \ VLQ HQWUDU D DQDOL]DU VXSRVLEOH VLJQLᚏFDGR(QJHQHUDO QR VHKDKHFKRXQD
sistematización de este tipo de datos que podrían ayudar a conocer en cierto modo, el rol 
social que tenían las cavidades para los paleolíticos. 





eran utilizadas tanto por individuos como por pequeños grupos que visitaban todas las 
galerías de la cavidad como espeleólogos experimentados. Sin embargo, según esta autora 
serían visitas muy apartadas en el tiempo. En general, estas menciones son frecuentes en 
ODOLWHUDWXUDFLHQW¯ᚏFD\FDUHFHQGHDSR\RHQUHVWRVDUTXHROµJLFRVHVGHFLUVHEDVDQHQOD
escasez de evidencias en el registro. 
Pastoors y Weniger (2011), en su propuesta metodológica de estudio del contexto de 
las cavidades, mencionan que el espacio disponible en una cavidad es importante en la 
determinación de la antropización de una cueva. Su propuesta en relación a la sala en 
general es calcular el espacio que necesita una persona en un entorno. Para ello, toman 
como valor de referencia 2 m2 de espacio que necesita una persona y, teniendo en cuenta 
que la medición del espacio en una cavidad es complicado, proponen considerar en rangos 
de cinco en cinco personas –10m2=5, 20m2=10, 30m2=15 personas– lo que, en realidad, 
hace muy generales las propuestas. Además, no tienen en cuenta las diferentes posiciones 
que exige la visualización de determinadas representaciones que pueden estar situadas en 
áreas en las que hay que agacharse a pesar de que se trate de una zona amplia (Fig. 2.11). 
4.5. Iluminación 
El estudio de la visibilidad y la localización espacial no se puede llevar a cabo sin tener 
en cuenta la iluminación. El entorno cavernario plantea la necesidad de iluminación en la 
mayor parte de los casos, ésta se ha estudiado desde diferentes puntos de vista desde 
el descubrimiento del arte parietal. Los primeros estudios ya apuntaron la necesidad de 
portar una fuente de luz, además en algunos yacimientos ya se habían localizado lámparas, 
la primera fue descubierta en La Chaire à Calvin en 1854. Éstas primeras fueron muy 
controvertidas puesto que los prehistoriadores no aceptaban que el hombre prehistórico 
VXSLHVHLOXPLQDUHUDXQDGHODVUD]RQHVSRUODVTXHOHVFRVWµWDQWRDFHSWDUODH[LVWHQFLDGHO
arte parietal. La primera lámpara reconocida como tal fue descubierta en el yacimiento de 
Figura 2.11. Ejemplo del estudio que proponen PASTOORS & WENIGER (2011) para la cavidad de Bedeilhac. Los 
números en la topografía representan el aforo de un espacio.
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La Mouthe en 1899 por Rivère, a la vez que se probaba la existencia del arte parietal. La 
lámpara localizada conservaba, además, una materia grasa de origen animal. 
Una vez descubiertas numerosas lámparas y aceptada su existencia, se plantearon 
hipótesis sobre el uso o la función que se les habrían podido dar e incluso se hicieron 
experimentaciones, la primera de ellas en 1918. Poco a poco se comenzaron a organizar 
en tipologías según su forma, su función, etc. Sin embargo, hasta 1987 no se hizo una 
sistematización de las lámparas con la obra de S. De Beaune (1987b).
Antes del estudio de las lámparas algunos autores habían hecho precisiones, bastante 
someras, acerca de la iluminación en el ámbito cavernario. Rouzaud (1978, p. 137) 
menciona cuales serían las características necesarias para la iluminación en un medio 
RVFXURGHVFRQRFLGR\GLI¯FLOGHWUDQVLWDUWLHQHTXHVHUᚏDEOHOLJHUDPDQHMDEOHHLQGLYLGXDO
y debería iluminar a unos cuantos metros de distancia para franquear pasos en los que 
son necesarias ambas manos. Además debe proporcionar luz durante varias horas, sobre 
todo en grandes cavidades y, puntualmente, deberían ser capaces de volver a iluminar en 
una oscuridad total, quizás con un pequeño fuego. De hecho, Rouzaud demostró el uso 
de fuegos, en un ambiente completamente oscuro, frecuentes en las cavidades pirenaicas 
]RQDRVFXUD/DEDVWLGH0DVGಬ$]LO0RQWHVSDQ/H3RUWHO7XFGಬ$XGRXEHUW/DERX±FKH
penumbra: Bedeilhac, Gargas, Marsoulas y Le Mas d’Azil). Estas hogueras, en general, 
suelen ser más pequeñas, difusas y poco espesas.
%DMRHOYRFDEORO£PSDUDVORVGLIHUHQWHVDXWRUHVVHKDQUHIHULGRDGLYHUVRVVRSRUWHV6'H
%HDXQH E  ODVGHᚏQHFRPRXQVRSRUWHSDVLYRFRQPRUIRORJ¯DVYDULDGDV VREUHHO
que se coloca una parte activa compuesta por la mecha y el combustible. Los residuos de 
FRPEXVWLµQVRQORTXHSHUPLWHLGHQWLᚏFDUODVFRPRO£PSDUDV«VWRVVHORFDOL]DQHQHOLQWHULRU
de la zona activa. Además, estableció una tipología teniendo en cuenta la morfología, 
pudiéndose distinguir entre lámparas con circuito abierto, que impide la acumulación de la 
grasa derretida, y las lámparas de circuito cerrado, en las que la grasa se conserva en el 
interior. 
El 71,5% de las lámparas se localizaron en lugares en los que es posible moverse sin luz, 
como yacimientos al aire libre, abrigos o cuevas poco profundas, mientras que solo el 19,5% 
han sido localizadas en lugares oscuros, cavidades profundas tanto decoradas como no 
decoradas. El lugar preciso donde se hallaron las lámparas es en general desconocido, 
pues la mayor parte de ellas se recuperaron durante excavaciones antiguas. Sin embargo, 
la localización de las mismas podría contribuir a conocer el uso que se les dio: en las 
FDYLGDGHVRVFXUDVJHQHUDOPHQWHDSDUHFHQDEDQGRQDGDVHQ OXJDUHVGHSDVR MXQWRD ODV
paredes o en intersecciones entre las galerías, llevando a algunos investigadores a pensar 
TXHIXHURQGHMDGDVHQSXQWRVHVWUDW«JLFRVSDUDTXHSXGLHVHQVHUUHXWLOL]DGDVDSRVWHULRULR
TXHWDPEL«QSRGU¯DQKDEHUVHUYLGRSDUDODYLVXDOL]DFLµQGHGHWHUPLQDGRVSDQHOHVRᚏJXUDV
Dependiendo del yacimiento, en muchas ocasiones, las lámparas han sido localizadas cerca 
de hogueras, lo que podría sugerir que fueron precalentadas antes de su uso. La situación 
EDMRSDQHOHVDUW¯VWLFRVRHQHOHQWRUQRGHORVPLVPRVQRSHUPLWHKDFHUXQDLQWHUSUHWDFLµQHQ
cuanto a las mismas (BEAUNE, 1987c).
La presencia de carbones durante el tránsito por la cueva, tanto en el suelo como en trazos 
en las paredes, podría ser indicativo del uso de antorchas, aunque la cronología de éstas 
podría resultar problemática, dado que el uso de antorchas en el medio cavernario no está 
limitado al Paleolítico superior sino que aparecen durante periodos tanto prehistóricos como 
históricos, como se ha podido observar a partir de las dataciones de C14 AMS efectuadas 
en este tipo de marcas (GARCÍA-DIEZ & GONZÁLEZ-MORALESOCHOA, 2011). 
Acerca del uso de antorchas no se ha publicado hasta la fecha prácticamente nada, ni sobre 
su uso, ni sobre la potencia lumínica o la duración de las mismas.
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Estos dos tipos analizados hasta ahora tienen una característica primordial: son móviles. 
Sin embargo, también hay que tener en cuenta otras posibilidades a la hora de iluminar. Las 
acumulaciones de carbones podrían indicar la presencia de hogueras. Según su localización 
en el espacio, éstas podrían estar ligadas al hábitat paleolítico o a fuegos dedicados a la 
iluminación. Éstas evidencias en algunos casos pueden indicar la presencia del ser humano 
en el espacio subterráneo, si accedieron por completo al mismo, a zonas de difícil acceso, o 
simplemente a las zonas decoradas o más exteriores, aunque esto puede ser problemático 
a la hora de datar las incursiones pues, a menos que tengamos otros métodos absolutos de 
datarlos (como el cierre de la caverna), las marcas de progresión, como algunas veces se 
han llamado, pueden ser tan antiguas como Paleolítico superior o pueden pertenecer incluso 
a momentos actuales (GARCÍA-DIEZ & GONZÁLEZ-MORALES, 2003). 
6HJ¼QGH%HDXQHESODDXVHQFLD\UDUH]DGHO£PSDUDVHQJUDQGHVFRQMXQWRV
SDULHWDOHVFRQᚏUPDODH[LVWHQFLDP£VTXHSUREDEOHGHDQWRUFKDVFX\RVUHVWRVVRQHVFDVRV
en el registro arqueológico por razones de conservación. Estas se complementarían con 
hogueras, cuya situación en el interior de la cavidad estaría ligada a un rol de iluminación 
innegable. La existencia de hogueras pequeñas y de poco espesor podría indicar un lugar 
para volver a encender una antorcha o lámpara o para pasar algunos minutos en una zona 
concreta. Incluso remarca los posibles diferentes usos de una hoguera y una lámpara: la 
VHJXQGD VHU¯DPµYLOPLHQWUDV TXH ODV KRJXHUDV VHU¯DQ XQPRGRGH LOXPLQDFLµQ ᚏMD /DV
excavaciones en el interior de cuevas decoradas podría, quizás, aumentar el número de 
hogueras localizadas y poner en relieve el uso más extendido de este método de iluminación 
(BEAUNE, 1987b, p. 52). 
El uso de antorchas está atestiguado por diferentes vestigios arqueológicos: fragmentos 
de antorcha, fragmentos de carbón asociados a frotado, trazos negros sobre la pared y 
ᚏQDOPHQWH HO ಯQHJUR GH KXPRರ (Q FXDQWR DO WHUFHU YHVWLJLRPHQFLRQDGR VH KDQ KHFKR
numerosas hipótesis: podrían ser generados por el reavivamiento de antorchas o en muchos 
casos, dada su localización, se han considerado un tipo de señalización. La distinción entre 
vestigio funcional/artístico es difícil en la mayoría de los casos puesto que son muy similares, 
no pudiendo discriminarse el carácter fortuito del carácter intencional. 
$PERV P«WRGRV VHU¯DQ FRPSOHPHQWDULRV ODV DQWRUFKDV LOXPLQDQ PHMRU HQ WRGDV ODV
direcciones y están particularmente adaptadas para transitar por galerías vastas y altas, 
WDPEL«Q VRQP£V HᚏFDFHV D OD KRUD GH LOXPLQDU HO VXHOR 6LQ HPEDUJR VX GXUDFLµQ HV
limitada, por lo que se verían obligados a proveerse de antorchas en las exploraciones 
largas. Además, su mayor potencia haría que deslumbrase y es necesario portarla con el 




oscuridad si carece de medios para volverla a encender (BEAUNE, 2000).
Por otro lado, en los últimos años se han estudiado otro tipo de evidencias que hasta el 
PRPHQWRKDE¯DQSDVDGRGHVDSHUFLELGDVORVSXQWRVGHOX]ᚏMRV(OSULPHUHVWXGLRTXHVH
KL]RHQHVWHVHQWLGRVHOOHYµDFDERHQODFXHYDGH1HUMDMEDINA, CRISTO, ROMERO, 
& SANCHIDRIÁN/DKLSµWHVLVGHSDUWLGDSODQWHDEDODQHFHVLGDGGHLOXPLQDFLµQᚏMD
teniendo en cuenta el tránsito accidentado por la cavidad, en la que en algunos puntos es 
obligatorio utilizar ambas manos libres para transitar. Inicialmente se hizo una prospección 
EXVFDQGR HOHPHQWRV QDWXUDOHV TXH SXGLHVHQ KDEHU DOEHUJDGR LOXPLQDFLµQ HVWR LQFOX¯D
concavidades naturales pero también estalagmitas truncadas en la proximidad de los 
paneles. La prospección resultó en la localización de 58 posibles puntos de iluminación 
ᚏMD6HGHᚏQHQWUHV WLSRV ODVTXHVH ORFDOL]DQHQFRQFDYLGDGHVVREUHHVWDODJPLWDV WDQWR
QDWXUDOHV FRPRDUWLᚏFLDOHV $ VREUH FXDOTXLHU RWUD VXSHUᚏFLH GLVWLQWD D ODV HVWDODJPLWDV
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–suelos, coladas, bloques, etc.– (B) y, por último, aquellas situadas en las proximidades a 
paneles decorados (C). La mayoría de ellas tienen restos de combustión en su interior que 
han sido datados, obteniendo resultados variados que podrían indicar usos en diferentes 
fases (SANCHIDRIÁN, MEDINA, & ROMERO, 2012) y, en otros casos, se ha hecho un 
análisis antracológico de los restos (MEDINA, 2014). Finalmente, concluyen que existirían 
dos posibles tipos de iluminación: los puntos de luz relacionados con el arte parietal y las 
ಯIDURODVGHFDPLQRರTXHSURSRUFLRQDU¯DQ LOXPLQDFLµQVXᚏFLHQWHSDUDHO WU£QVLWRFDYHUQDULR
o como puntos de referencia de iluminación en la cavidad (Fig. 2.12) (MEDINA, CRISTO, 





DODKRUDGHYHUHOFRQMXQWRGHUHSUHVHQWDFLRQHVBEAUNE DE, 1995, p. 235). 
Desde el punto de vista experimental se han hecho algunos estudios: el primer estudio 
llevado a cabo fue el de B. y G. Delluc para la iluminación de la cueva de Lascaux (DELLUC 
& DELLUCE3DUWLHQGRGHTXHODUHᚐHFWDQFLDGHODFDOL]DHVHQWUH\PLGLHURQ
la luz emitida por una lámpara experimental comparándola con fuentes de luz conocidas. 
A partir de un experimento llevado a cabo en el facsímil de la cueva, la conclusión que 
H[WUDHQ HV TXH OD OX] GH YDULDV O£PSDUDV HV VXᚏFLHQWH SDUD HVWXGLDU ODV SLQWXUDV GH OD
cavidad a condición de ponerlas próximas a la pared. S. de BEAUNE (1987a) continuó y 




la duración y el poder lumínico de cada uno, llegando a la conclusión de que la duración 
varía no solamente en función de la cantidad, sino también, en función de la naturaleza de la 
grasa utilizada. Además, la longitud, el número y la posición de las mechas es importante, si 
se sitúan en el centro pueden fundir la grasa más rápidamente. Una lámpara puede dar luz 
LQGHᚏQLGDPHQWHVLVHUHQXHYDSHULµGLFDPHQWHIUHQWHDXQDDQWRUFKDTXHFXDQGRVHDJRWD
no puedes volver a prenderla. 
La intensidad luminosa de una lámpara experimental es en torno a cinco veces inferior a la 
OX]GHXQDYHODDXQTXHODGLIHUHQFLDHQWUHDPEDVQRHVVLJQLᚏFDWLYDSDUDODUHWLQDKXPDQD
XQDYH]TXHHORMRVHKDDGDSWDGRDODOX]GLVSRQLEOH8QDSDUHGGHXQDFXHYDLOXPLQDGD
por una lámpara estaría dentro del ámbito mesópico de la visión humana, intermedio entre 
la luz diurna y la nocturna en la que la visión es en blanco y negro y es muy sensible a las 
YDULDFLRQHVGHLOXPLQDFLµQGHDPELHQWH(ORMRKXPDQRHVPX\VHQVLEOH\VHDGDSWDFRQ
PD\RUUDSLGH]DOURMRORTXHSRGU¯DVXJHULUTXHODVSXQWXDFLRQHVURMDVSRGU¯DQVHUYLUFRPR
puntos de referencia (BEAUNE, 1987a). 
(OHTXLSRGHWUDEDMRGH ODFXHYDGH1HUMD OOHYµDFDERXQSHTXH³RHQVD\RH[SHULPHQWDO
HQ DOJXQRV GH ORV SXQWRV ᚏMRV GH LOXPLQDFLµQ ORFDOL]DGRV OOHJDQGR D XQDV FRQFOXVLRQHV
SUHOLPLQDUHV OD LOXPLQDFLµQFRQVHJXLGDDSDUWLUGHVHLVSXQWRVHVVXᚏFLHQWHSDUDLOXPLQDU
OD 6DOD GHO &DWDFOLVPR GH JUDQ WDPD³R \ YROXPHQ OD LOXPLQDFLµQ ᚏMD SHUPLWH WHQHU ODV
PDQRVOLEUHV\KDFHUP£VVHQFLOORHOWU£QVLWRORVRMRVVHDGDSWDQDODEDMDLOXPLQDFLµQHQ
DSUR[LPDGDPHQWHPLQXWRV ODSDUHGFDOF£UHD UHᚐHMD OD OX] DXPHQWDQGR OD LQWHQVLGDG
OXPLQRVDGHXQDO£PSDUD\ODLOXPLQDFLµQGHGLIHUHQWHVSDQHOHVSHUPLWHಯXQDFRPXQLFDFLµQ
visual nítida entre los mismos” (MEDINA ET AL., 2012, p. 119).
Durante la década pasada se ha comenzado a experimentar sobre el tema de la iluminación 
a través de nuevas tecnologías, con multitud de métodos que abarcan desde la fotografía 
tradicional hasta la renderización digital de modelos 3D pasando por la fotogrametría y la 
imagen HDR (High dynamic range) (HAPPA ET AL., 2009). Éstos métodos permiten recrear 
la iluminación antigua, mediante la experimentación, de una forma controlada y segura los 
ambientes pasados, pudiendo probar diferentes hipótesis en un medio virtual (DEVLIN & 
CHALMERS, 2001), y han sido aplicados en todo tipo de ámbitos arqueológicos, desde 
frescos romanos de Pompeya (DEVLIN & CHALMERS, 2001), templos griegos y egipcios 
y hasta pinturas medievales (HAPPA ET AL., 2009), e incluso arte paleolítico (ARIAS, 
ONTAÑÓN, BARCIA, & MAXIMIANO  CHALMERS, 2002). Éstos últimos se han 
basado en la renderización 3D de dos sitios arqueológicos: Cap Blanc (CHALMERS, 2002), 
en el que proponen, a través de la recreación de la iluminación en diferentes posiciones, la 
generación de sombras que podrían favorecer la creación de movimiento. Por otro lado, en 
/D*DUPDVHKDQFRPHQ]DGRDDSOLFDUHVWDVQXHYDVWHFQRORJ¯DVSDUDFXDQWLᚏFDUODFDQWLGDG
y la calidad de luz en la creación y la visualización del arte parietal, los tipos de iluminación 
utilizada (linternas, antorchas, fuegos...) y la relación con otras evidencias arqueológicas 
localizadas en suelos próximos (ARIAS ET AL., 2009). Sin embargo, estos estudios todavía 
se encuentran en una fase preliminar. 
La aplicación de estas técnicas también ha sido criticada porque enfatizan la importancia 
de la visión sobre los otros sentidos. Masuda y Nisbett (2006) realizaron investigaciones 
sobre la percepción y la cognición que apuntan a que los asiáticos del este ven el mundo de 
IRUPDKRO¯VWLFDDWHQGLHQGRDWRGRHOFDPSRYLVXDO\DODVUHODFLRQHVHQWUHREMHWRVPLHQWUDV
que los occidentales ven el mundo de manera analítica, focalizando su atención en los 
DWULEXWRVGH ORVREMHWRVVREUHVDOLHQWHV(VGHFLUTXHH[LVWHQYDULDFLRQHVFXOWXUDOHVHQ OR
que aparentemente pueden parecer procesos perceptuales básicos. Dawson et al. (2007), 
VLJXLHQGRODDQWURSRORJ¯DVHQVLWLYDGLVFXWHQTXHHOVLJQLᚏFDGRGHORVVHQWLGRVYLVXDOROIDWLYR
acústico y táctil es variable según las culturas y varía al interactuar con los ambientes. 
Analizan la cultura inuit que requiere mucha menos luz para determinadas actividades de la 
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que necesitamos los occidentales y probablemente les llevó a dar una mayor importancia 
al tacto en actividades como coser o tallar. Concluyen que es razonable que gente que vive 
HQGLIHUHQWHVWLHPSRV\OXJDUHVKD\DQGHVDUUROODGRP£VRWURVVHQWLGRVTXHKDEHUFRQᚏDGR
únicamente en la visión.  
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$SDUWLUGH ORVREMHWLYRVSODQWHDGRVSURSRQHPRVXQDPHWRGRORJ¯DHQODTXHVHUHJLVWUDQ
diferentes criterios para avanzar en el conocimiento del espacio y los posibles usos del 
Arte parietal paleolítico. El método debe de cumplir unos criterios mínimos, como reducir 
ODSRVLEOHFDUJDGHVXEMHWLYLGDGD OD YH]TXHVHHOLMDQSDU£PHWURVFRQYHQLHQWHVSDUD OD
FRQVHFXFLµQGHORVREMHWLYRV
La metodología que proponemos establece, como punto de partida, los estudios llevados 
a cabo hasta la fecha en el ámbito del espacio del arte parietal paleolítico, presentados en 
el apartado anterior. Esto nos permite evaluar ciertas variables que sabemos que resultan 
VLJQLᚏFDWLYDVHQHVWHFDPSRGHHVWXGLR1XHVWUDLQWHQFLµQUDGLFDHQHVWDEOHFHUXQDQ£OLVLV
de carácter integral a partir de diferentes niveles de aproximación, comenzando por la 
JUDI¯D\DOFDQ]DQGRKDVWDDODSURSLDFDYLGDG3RUHVWDUD]µQODHMHFXFLµQGHWUDEDMRVGH
campo representa un requisito imprescindible, dado que requiere registrar variables que con 
frecuencia están ausentes en los estudios habituales de las cavidades. 
,QWURGXFFLyQ*ORVDULRGHFRQFHSWRVWHyULFRV








El espacio es el medio físico en el que se localiza el Arte parietal paleolítico, que en nuestro 
caso de estudio se sitúa en el interior del ámbito cavernario, aunque también aparezca 
al aire libre. El espacio, genéricamente, es el lugar en el que se sitúan los cuerpos y los 
PRYLPLHQWRV\HVKRPRJ«QHRFRQWLQXR\WULGLPHQVLRQDO6XHOHWHQHUXQRVO¯PLWHVᚏQLWRV\
unas características concretas y, por esta razón, se le suele atribuir un uso determinado, en 
virtud al tipo que sea. También se considera espacio el lugar ocupado por un cuerpo, el sitio 





que pretendemos analizar en esta tesis doctoral, explorando los límites y sus características 
y discerniendo, a partir de esas variables que conocemos, los posibles usos que pudo tener 
en el momento de su trazado y a lo largo del Paleolítico. 
/D FRQVLGHUDFLµQ GHO HVSDFLR FRPSRUWD XQD LQQHJDEOH FDUJD GH VXEMHWLYLGDG 6H KD
argumentado que tiene, forzosamente, un papel muy importante en el marco del Arte 
SDOHRO¯WLFRSXHVHOHVSHFWDGRUDFFHGHDODREUDHQHOOXJDUHQHOTXHIXHHMHFXWDGD3RUHOOR
el lugar elegido, la iluminación y los puntos de visión resultan muy trascendentes y deberían 
ser analizados como una variable más en el Arte paleolítico. 
Swartz y Hurlbutt (1994) analizan el proceso que acontece desde que un lugar es 
simplemente una realidad física, hasta que se considera algo propio de un grupo humano. 
Este proceso consta de una serie de fases que dan comienzo con la percepción por parte 
de uno o varios observadores, que seguidamente se vuelven familiares con su localización 
y, como consecuencia de ello, el propio espacio se convierte en algo próximo. La visita del 
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lugar, en ocasiones sucesivas, permite que se comience a concebir a través del tiempo y 
que sea valorado. Durante este lapso, el espacio es ocupado, de diferentes maneras, por 
los observadores que van cobrando conciencia de su valor social. Su consideración social 
motiva que en este espacio se lleven a cabo determinadas funciones y, en consecuencia, 
que el lugar se vuelva necesario para percibir el rol social. 
Teniendo en cuenta esto podemos deducir que existe una relación dialéctica entre el espacio 
y su uso. A partir de esta premisa, podemos proponer hipótesis acerca del uso que tuvo el 
DUWHSUHKLVWµULFR6LQHPEDUJRDSHVDUGHTXHHOSXQWRGHSDUWLGDSDUHFHVHQFLOORHMHFXWDUOR
QR ORHV WDQWR(QJHQHUDOHOHVSDFLRHVGLI¯FLOGHGHᚏQLUHQ WDQWRTXH ODSHUFHSFLµQGHO
mismo varía para cada individuo. Un espacio no solo es físico, tangible, real, también es 
un lugar virtual que está conformado por la percepción de una persona o de un grupo de 
SHUVRQDV\SXHGHQRWHQHUO¯PLWHVI¯VLFRVᚏUPHVSHURFRQVWLWXLUORTXHHQWHQGHPRVFRPR
un espacio.
El espacio no solo está restringido por las cuestiones anteriores, sino que, en el ámbito 
cavernario, viene además limitado por el alcance de la iluminación. 
3DUD FRQFOXLU SRGHPRV GHᚏQLU HO HVSDFLR FDYHUQDULR GH ORV FRQMXQWRV FRQ $UWH SDULHWDO
SDOHRO¯WLFRGHVGHGRVSXQWRVGHYLVWDHO(VSDFLRJU£ᚏFR\HO(VSDFLRQRJU£ᚏFR
Denominaremos (VSDFLRJU£ᚏFR a todo aquel que ha sido utilizado por los paleolíticos para 
HMHFXWDUJUDI¯DV'HQWURGHHVWHHVSDFLRDPD\RUHVFDODSRGHPRVFRQVLGHUDUGLIHUHQWHV
QLYHOHV GH HVWXGLR ELHQ FRQ XQ FDU£FWHU JHROµJLFR ELHQ FRQ XQ FDU£FWHU JU£ᚏFR (VWRV
FRQFHSWRVTXHGHᚏQLUHPRVP£VDGHODQWHVRQ8QLGDGWRSRJU£ᚏFD3DQHO\8QLGDG*U£ᚏFD
En nuestra opinión, el (VSDFLR QR JU£ᚏFR aúna dos conceptos que resultan difíciles de 
separar. Por un lado, comprende todas las áreas de la cavidad que, a pesar de que en 
muchas ocasiones presentan unas características similares en cuanto a soporte, situación, 
altura u orientación, no han sido empleadas para el trazado de grafías paleolíticas. Estas 
]RQDVVHSXGLHURQGHMDUVLQXWLOL]DUQRSRUODDXVHQFLDGHFRQGLFLRQHVSURSLFLDVSDUDOOHYDU
a cabo representaciones, sino porque la localización, las características de la sala o el punto 
GHYLVWDGHVGHHODFFHVRQRUHVXOWDEDQFRQYHQLHQWHVSDUDHOᚏQTXHVHOHVTXHU¯DGDU'HQWUR
de este concepto, abarcamos asimismo las zonas en las que hoy en día no se conservan 
UHVWRVGHᚏJXUDVDXQTXHSXHGHTXHHQDOJ¼QPRPHQWRKXELHVHQVLGRGHFRUDGDVVLQTXH
hayan llegado hasta nuestros días (Fig. 3.1). Teóricamente estos dos conceptos se pueden 
GLIHUHQFLDU I£FLOPHQWH VLQHPEDUJRHQ ODSU£FWLFDVRQ LQGLIHUHQFLDEOHVQRKD\ IRUPDGH
discriminarlos y, por ello, los hemos aunado en este concepto único, aunque reconocemos 
que las implicaciones de ambos son distintas. 
Consideramos que todo aquello que rodea al arte parietal –las características del suelo, la 
SUHVHQFLDGHFRQFUHFLRQHVFDOF¯WLFDVXQOXJDUGHKDELWDFLµQHWFದLQᚐX\HHQJUDQPDQHUD
en cóPRVHSHUFLEHQODVᚏJXUDVHQVXORFDOL]DFLµQVXWDPD³RRODW«FQLFD\SRUORWDQWR






geológicas y la topografía subterránea (entrada, fondo, sala, galería, divertículo, etc.). Son 
las zonas en las que se distribuyen los ámbitos decorados de la cavidad, otros autores lo 
denominan “área de decoración”. Se determinan a partir de sus características físicas y 
JHROµJLFDV(QXQDXQLGDGWRSRJU£ᚏFDSXHGHQDJUXSDUVHXQRRYDULRVFRQMXQWRVGHJUDI¯DV
o motivos aislados.




lo que las dota de sentido. 
 3DQHO
/DDJUXSDFLµQGHYDULDVᚏJXUDVKDVLGRDQDOL]DGDGHVGHGLVWLQWRVSXQWRVGHYLVWDSRUORV
autores y por esa razón se han utilizado varios conceptos que, en muchas ocasiones, se 
XVDQSDUDDJUXSDU LGHDVVLPLODUHV$OJXQRVGH«VWRVVRQSDQHOFDPSRJU£ᚏFR\HVSDFLR
JU£ᚏFR
El término panel se ha utilizado desde los inicios del estudio del arte parietal paleolítico. Es 
un vocablo tomado de la Historia del Arte y es el soporte pictórico delimitado por molduras 
GHXQDREUD(OSDQHOSDUDHODUWHSDULHWDOVHKDGHᚏQLGRFRPRಯ…surface ornée continue, 
généralement circonscrite par des particularités morphologiques majeures du support 
IDLOOHV¿VVXUHVFRXOpHVGHFDOFLWHDQJOHVGLqGUHVFKDQJHPHQWVGHQDWXUHRXGHFRORUDWLRQ
de la roche, etc.)» (GRAPP, 1993, p. 303).
/HURL*RXUKDQGHᚏQHSDQHOFRPR “surfaces se prêtant à la décoration, qui sont délimitées 
par des saillies ou par des vides” (1992, p. 364). Además, Leroi-Gourhan relacionó el 
FRQFHSWRGH3DQHOFRQHOGH&DPSR0DQXDOGHᚏQLGRFRPRHOHVSDFLRFLUFXODUDFFHVLEOH
SRU OD SHUVRQD TXH OOHYD D FDER ODV ᚏJXUDV VLQ FDPELDU GH SRVLFLµQ $WULEX\µ DO FDPSR
PDQXDO XQGL£PHWURPHGLR GH FP D WUDY«VGHO FXDO GHᚏQH ODV UHODFLRQHVHVSDFLDOHV
HQWUHODVᚏJXUDVDLVODGDVದ“…eloignées les unes par rapport aux autres de plus d’un rayon 
Figura 3.1. Diagrama de la jerarquización del espacio
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d’un champ manuel”–, yuxtapuestas –“…dont la distance de séparation est inférieure au 
rayon d’un champ manuel”–, y superpuestas –“auxquelles l’inscription dans un même champ 




La diversidad de conceptos utilizados obliga a optar claramente por uno, y hemos 
VHOHFFLRQDGRHOGHSDQHO(QFRQFOXVLµQGHᚏQLPRVHOSDQHOFRPR ODVXSHUᚏFLH VRSRUWH
decorada. El panel es dependiente de la forma del soporte y se puede delimitar, bien por 
ODSUR[LPLGDGHVWUHFKDFRQODVᚏJXUDV\X[WDSRVLFLµQRPLVPRFDPSRPDQXDORELHQSRU
los límites que establecen las características del soporte. El emplazamiento elegido ha 
VLGRHQFXDGUDGRHQIXQFLµQGHVXVFDUDFWHU¯VWLFDVPRUIROµJLFDV\WRSRJU£ᚏFDVDVRFLDGDV
Puede estar constituido por una única grafía, o por varias. El concepto de panel aúna las 
características del soporte y el lugar que ocupa la grafía en el mismo, a la vez que las 
UHODFLRQHVHVSDFLDOHVHQWUHODVᚏJXUDVSUµ[LPDVHQWUHV¯
 6RSRUWH
/RUEODQFKHWGHᚏQHHOVRSRUWHHQHO£PELWRGHODUWHSDULHWDOFRPR“la paroi roucheuse qui a été 
PRGL¿pHSDUO¶DUWLVWHSDOHROLWKLTXH”– (GRAPP, 1993, p. 69). El soporte representa una parte 
IXQGDPHQWDOGHOHVWXGLRSXHVWRTXHLQᚐXHQFLDHQJUDQPDQHUDODW«FQLFDSHURWDPEL«QHQ
muchas ocasiones, sus características determinan la visibilidad, el tamaño y otras muchas 
variables, probablemente incluso la localización, implicadas en el estudio del arte parietal. 
Como en muchas otras áreas del estudio del arte, el paleolítico no puede ser entendido sin 
FRQVLGHUDUHOVRSRUWHHQHOTXHVHᚏJXUµGDGRTXHIRUPDSDUWHGHOGLVFXUVRJU£ᚏFRHQHO
sentido en el que cada obra aparece integrada en el soporte de una forma evidente. 
(O VRSRUWH FRPHQ]µ D WHQHUVH HQ FXHQWD D SDUWLU GH ORV HVWXGLRV GH /HURL*RXUKDQ VLQ
embargo, no ha sido estudiado de una forma sistemática. Consideramos que el soporte 
MXHJDXQSDSHO LPSRUWDQW¯VLPRHQ ODXELFDFLµQGH ODVᚏJXUDV\HQ ODFRPSRVLFLµQGH ODV
mismas, por lo que analizaremos sus características a partir de una serie de variables con 
ODLQWHQFLµQGHUHGXFLUDOP¯QLPRSRVLEOHODVXEMHWLYLGDGTXHVHOHKDE¯DRWRUJDGRGHVGHORV
años 60, a esta parte tan importante del arte paleolítico. 
Resulta fundamental interrelacionar las variables asociadas al soporte con otras, como el 
WHPDR OD W«FQLFD SDUDSRGHU LGHQWLᚏFDU WHQGHQFLDVRSDXWDVTXHHVW«QHQ UHODFLµQD OD
selección de un lugar concreto. Además, puede resultar interesante evaluar las diferentes 
selecciones que se han llevado a cabo en cuanto al soporte a lo largo del Paleolítico superior. 
 8QLGDG*Ui¿FD*UDItD
Es la unidad de análisis menor que se va a tener en cuenta en esta tesis doctoral. Una 
XQLGDGJU£ᚏFDVHGHᚏQHFRPRXQDVHULHGHWUD]RVTXHIRUPDQXQFRQMXQWRXQDHVWUXFWXUD
6LJXLHQGRODGHᚏQLFLµQGH*DUF¯D'LH]XQDXQLGDGJU£ᚏFDLQWHJUDFRQFHSWRVJU£ᚏFRV
LQGLYLGXDOHV FRQ VHQWLGR JU£ᚏFR \ IRUPDO SUHFLVR3XHGH VHU DOJR UHFRQRFLEOH ದFRPRXQ
]RRPRUIRRXQVLJQRದRDOJRQRUHFRQRFLEOHದPDQFKDVFRQMXQWRGHSLJPHQWRUHVWRVGHXQD
ᚏJXUDದSHURFX\DYLQFXODFLµQHVHYLGHQWH'HQWURGHXQDXQLGDGJU£ᚏFDVHSXHGHQDQDOL]DU
distintas variables como temática, técnica, estilo, etc. 
CRITERIOS DE ANÁLISIS DEL ESPACIO
&RQWH[WR
7UDGLFLRQDOPHQWH VH FRQVLGHUD HO FRQWH[WR FRPR XQ FRQMXQWR GH UHVWRV GH FDU£FWHU
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arqueológico que se localizan en el interior de una cavidad. Son los vestigios y los trazos 
GHMDGRVSRUODVDFWLYLGDGHVGHORVKRPEUHV\ORVDQLPDOHVHQODFDYLGDGGRAPP, 1993, p. 
TXHSXHGHQWHQHURQRUHODFLµQFRQODDFWLYLGDGJU£ᚏFDOOHYDGDDFDERHQODFXHYD(VWDV
evidencias pueden aportar gran cantidad de información acerca del tránsito cavernario y del 
uso que se le dio a la cavidad. 
9LVLELOLGDG
/DYLVLELOLGDGVHGHᚏQHFRPRODFXDOLGDGGHORYLVLEOHORTXHVHSXHGHSHUFLELUFRQODYLVWD
la posibilidad o capacidad de ver, pero también como el grado de visión determinado por 
las circunstancias concretas de un momento o lugar. Es una variable muy relevante que, 
como hemos destacado en el capítulo de la Historiografía, ha recibido atención por parte de 
investigadores desde los años 70, aunque sin una sistematización que permita investigarla 
de forma real. 
El estudio de este concepto resulta problemático desde el punto de vista de la percepción. 
$OLJXDOTXHHQHOFDVRGHODSHUFHSFLµQGHOHVSDFLRLQFOX\HQIDFWRUHVVXEMHWLYRVGDGRTXH
depende de la persona, de la cultura, de la sociedad y de otros muchos factores, como la 
iluminación. Probablemente por esta razón no se haya abordado su estudio, a pesar de tener 
gran potencial. Las condiciones de visibilidad de un espacio o panel concreto cumplirían un 
importantísimo papel en su selección, puesto que implicarían la observación (o no) por parte 
de otras personas. 
(OHVWXGLRGH ODYLVLELOLGDGREOLJDDVHOHFFLRQDUXQFRQMXQWRGHYDULDEOHVTXHQRVSHUPLWD
UHGXFLUDOP¯QLPRSRVLEOHODVXEMHWLYLGDGDXQTXHFLHUWRVDSULRULVPRVUHVXOWDQLQHYLWDEOHVHQ









encadenar para alcanzar un punto concreto de la cavidad. Para tratar el acceso utilizaremos 
tres conceptos: tránsito, progresión o circulación cavernaria, sinónimos, constituyen los 
pasos que hay que seguir para alcanzar un punto concreto de la cavidad. El tránsito viene 
GHᚏQLGRRFRQGLFLRQDGRSRUKHFKRVSURSLRVGHOLQGLYLGXRFRPRVXVFDSDFLGDGHVI¯VLFDVORV
PHGLRVW«FQLFRVFRQORVTXHFXHQWDRDMHQRVDOPLVPRFRPRODSUHVHQFLDGHDQLPDOHVHQ
el interior de la cavidad (LE GUILLOU, 2005). La presencia, tanto de arte parietal, como de 
vestigios ligados a la antropización (como restos de antorchas, útiles líticos o óseos) puede 
permitir reconocer las elecciones que hicieron los paleolíticos a la hora de elegir un camino 
u otro en el interior de la cavidad. 
 $IRUR
El aforo es el número máximo de personas que caben en un espacio con cierta comodidad 
para poder moverse ligeramente. Actualmente, el aforo de un lugar de uso público se calcula 
teniendo en cuenta los metros cuadrados. Para el Arte prehistórico, el aforo ha sido valorado 
en contadas ocasiones, como ya hemos visto en capítulos anteriores. El aforo o la acogida 
de un espacio se puede medir de distintas maneras, teniendo en cuenta el espacio total 
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de la sala, o bien solamente el espacio en que la visibilidad de un determinado panel o 
ᚏJXUD HV FRUUHFWD (Q QXHVWUR FDVR GLIHUHQFLDPRV DPERV FRQFHSWRV SXHV QRV SDUHFH
LQWHUHVDQWHDQDOL]DUORVGHIRUPDLQGHSHQGLHQWH'HQWURGHXQDPLVPDXQLGDGWRSRJU£ᚏFD
cabe desarrollar varios paneles, que por sus características, pueden requerir de una posición 
determinada, situarse en un punto más cercano o que la presencia de obstáculos impidan 
la visualización. Para diferenciar ambos conceptos, utilizaremos Espacio Disponible cuando 
QRVUHᚏUDPRVDOFRUUHVSRQGLHQWHDXQD8QLGDG7RSRJU£ᚏFDHOQ¼PHURP£[LPRGHSHUVRQDV
TXHFDEHHQOD8QLGDG\$FRJLGDHQUHIHUHQFLDDO3DQHOHVGHFLUHOQ¼PHURP£[LPRGH
personas que pueden visualizar un panel simultáneamente. 
3URFHGLPLHQWRGHDQiOLVLV\GH¿QLFLyQGHODVYDULDEOHV
(OHVWXGLRSURSXHVWRHQHVWH WUDEDMRSUHWHQGHDQDOL]DU ORV FRQMXQWRVJU£ᚏFRVGHVGHXQD
perspectiva integral, aunando diferentes categorías, para intentar una aproximación lo más 
GHWDOODGDSRVLEOHDOFRQMXQWR(OREMHWLYRHVHOGHGHVFRPSRQHUHOFRQMXQWRHQIUDJPHQWRV
GHPHQRUWDPD³RSDUDSRGHUDQDOL]DUORV\FRPSUHQGHUORVPHMRUGARCÍA-DIEZ, 1999). La 
E¼VTXHGDGHGRFXPHQWDFLµQELEOLRJU£ᚏFDKDFRQVWLWXLGRHOSXQWRGHSDUWLGDSDUDHODERUDU
nuestra metodología, que hemos estructurado inicialmente desde el enfoque macro –la 
FDYLGDGದ KDVWD FDGD XQD GH ODV JUDI¯DV 7HQLHQGR HQ FXHQWD ORV REMHWLYRV H[SOLFLWDGRV
KHPRV GHᚏQLGR XQD VHULH GH YDULDEOHV GH HVWXGLR TXH VH DSOLFDU£Q D FDGD XQR GH ORV
FRQMXQWRVJU£ᚏFRVTXHVRQREMHWRGHDQ£OLVLV
&DGDXQRGHORVFRQMXQWRVVHKDDQDOL]DGRGHVGHGLIHUHQWHVSHUVSHFWLYDV
1- +HPRV DQDOL]DGR OD ORFDOL]DFLµQ JHRJU£ᚏFD \ VX FRQWH[WR DUTXHROµJLFR
HVWDEOHFLHQGRXQDKLVWRULDGHODLQYHVWLJDFLµQGHFDGDXQRGHORVFRQMXQWRVHQ
la que han sido incluidos los yacimientos arqueológicos excavados en el propio 
FRQMXQWR\WHQLHQGRHQFXHQWDORVSUµ[LPRVDOPLVPR
2- Se describe la cavidad teniendo en cuenta su geología y los procesos geológicos 
en marcha y que aún se observan en la cavidad. Esta descripción se basa en 
estudios geológicos y geomorfológicos, en el caso de que existan, y en las 
topografías de las cavidades. 
3- $SDUWLUGHORVSXQWRVDQWHULRUHVKHPRVFUHDGRXQDᚏFKDEDVHSDUDFDGDFDYLGDG
que incluye toda la información mencionada, para tenerla disponible durante los 
estudios de campo. La información incluida en el punto 2 se corrige in situ y se 
complementa con las observaciones propias.
4- En muchos casos, en la Cornisa Cantábrica las cuevas se adaptaron para la 
YLVLWDWXU¯VWLFD/RVFDPELRVVXSXVLHURQODPRGLᚏFDFLµQGHOHVSDFLRGLVSRQLEOHHQ
la cavidad para albergar a grupos grandes o facilitar el tránsito por las galerías. 
(VWRVFDPELRVPRGLᚏFDQQRWDEOHPHQWHHOHVSDFLRTXHHQPXFKDVRFDVLRQHVVH
KDE¯DPDQWHQLGRHQFRQGLFLRQHVPX\VLPLODUHVGHVGHHOWUD]DGRGHODVᚏJXUDV
Por ello, hay que reconstruir, en la medida de lo posible, el espacio disponible en 
el propio momento del descubrimiento. Esto se ha llevado a cabo en las cuevas 
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Las variables analizadas para cada uno de estos niveles las discutiremos 
detalladamente en el siguiente apartado.
6- )LQDOPHQWHSDUDFDGDFRQMXQWRKDFHPRVXQDYDORUDFLµQFURQROµJLFDFU¯WLFD\
en profundidad con la intención de poder sacar conclusiones desde el punto 
GHYLVWDGHODVLQFURQ¯DRODGLDFURQ¯D&RQHVWHᚏQKHPRVGLIHUHQFLDGRHQWUH
construcciones parietales homogéneas culturalmente –con una única fase 
DSDUHQWHGHHMHFXFLµQದ\KHWHURJ«QHDVದYDULDVIDVHVGHUHDOL]DFLµQTXHSXHGHQ
comprender un periodo de tiempo relativamente corto o largo–(VIALOU, 1986). 
'H¿QLFLyQGHODVYDULDEOHVGHOHVWXGLR
A continuación hacemos una relación de las variables que se han considerado para este 
estudio, descritas de la más general, a la más particular. Para cada uno de los tres niveles 
SULQFLSDOHVGHHVWXGLRKHPRVFXPSOLPHQWDGRXQDᚏFKDEDVHSDUDFDGDFDYLGDGXWLOL]DQGR
el programa Filemaker Pro Advanced 11 que permite, no solo crear la base de datos, sino 
SURFHVDUHQSDUWHODLQIRUPDFLµQREWHQLGDGXUDQWHHOWUDEDMRGHFDPSR
2.1. CAVIDAD
La cavidad representa el primer nivel que analizamos. Comienza por una descripción general 
de la misma, lo más detallada posible, en la que se incluyen datos diversos de carácter 
JHROyJLFRHVSHOHROyJLFRDUTXHROyJLFR ODVPRGL¿FDFLRQHVHVSDFLDOHVTXHVHKDQOOHYDGR
a cabo desde el descubrimiento en el caso de que se hayan realizado, el acceso hasta la 
FDYLGDGODViUHDVTXHQRWLHQHQUHSUHVHQWDFLRQHVJUi¿FDVHQODDFWXDOLGDGODFRQVHUYDFLyQ
general de la cavidad, y cualquier otro dato que pueda resultar relevante relacionado con la 
cavidad en sí. 
(QUHODFLµQFRQ ODGHFRUDFLµQGH ODFDYLGDGGHᚏQLPRV WUHV WLSRVGHFRQMXQWRTXH IXHURQ
planteados originalmente por Vialou (1986, p. 335) y que desarrollamos: 




interrupciones.   
   &RQMXQWRV'LVFRQWLQXRVTXHVHFDUDFWHUL]DQSRUWHQHUYDULDV
   ]RQDVGHFRUDGDVVHSDUDGDVHQWUHV¯\FRQPD\RUFRPSOHMLGDG
En relación a los datos obtenidos en los otros niveles analizados, hemos evaluado qué tipo 
GHFRQMXQWRHVGHVGHHOSXQWRGHYLVWDJHQHUDO)LJ
2.2. UNIDAD TOPOGRÁFICA
En diversas obras, se ha centrado la atención sobre la probable existencia de una 
HVWUXFWXUDFLµQ GH ORV FRQMXQWRV JU£ᚏFRV 6LQ HPEDUJR WUDV ODV SURSXHVWDV GH $ /HURL
Gourhan y A. Laming-Emperaire, exceptuando la línea de investigación de G. Sauvet o 
D. Vialou, no ha sido analizada, desde nuevos puntos de vista y de forma exhaustiva, la 
posible estructuración interna de los “santuarios” de arte parietal. Incluso D. Lewis-Williams 
\ - &ORWWHV  KDQ OOHJDGR D DᚏUPDU TXH DXQTXH H[LVWD WDO HVWUXFWXUDFLµQ GHO DUWH
paleolítico, las posibilidades de que la podamos llegar a conocer algún día son nulas. Como 
hemos mencionado en capítulos anteriores, este estudio se pretende enfocar desde el punto 
de vista de la frecuentación y la accesibilidad, es decir, si el arte estaba destinado a ser visto 














respecto a la concepción del espacio y a las posibilidades de frecuentación, variable en cuya 
valoración también tiene mucha importancia el tamaño y la visibilidad de los paneles.
Para llevar a cabo esta propuesta, planteamos un método para intentar conocer el espacio 
a través del estudio de diferentes variables: considerar el tamaño, la forma de la zona, la 
distancia a la boca, sus condiciones de accesibilidad, etc. para ver si existen diferencias en 
ODIUHFXHQWDFLµQ$GHP£VVHQHFHVLWDXQDLPSRUWDQWHGRFXPHQWDFLµQJU£ᚏFDGHOFRQMXQWRD
HVWXGLDUVREUHWRGRXQDWRSRJUDI¯DᚏDEOHFRQVHFFLRQHVGHODV]RQDVGHFRUDGDV
 -Distancia a la boca
La distancia a la boca se registra en metros gracias a la topografía de las cavidades. 
'HQRPLQDGRSRU'9LDORXSFRPRFLUFXODFLµQVXEWHUU£QHD«OFODVLᚏFDEDWUHV




$GHP£V WHQLHQGR HQ FXHQWD OD GLVWDQFLD D OD ERFD HQ HO WUDEDMR GH FDPSR VH FODVLᚏFD
ODSRVLELOLGDGGHTXH OD OX]GLXUQDDOFDQFH ODXQLGDG WRSRJU£ᚏFD\HQTX«JUDGRVLHV OR
VXᚏFLHQWHFRPRSDUDQRSUHFLVDUGHOX]DUWLᚏFLDOSDUDYHUODVᚏJXUDVRELHQODOX]QDWXUDO





'HVFULSFLµQGHWDOODGDGH OD ORFDOL]DFLµQGH OD8QLGDG7RSRJU£ᚏFDGHQWURGH ODFDYLGDG\
VLWXDFLµQHQHOPDSDWRSRJU£ᚏFRGHODFDYLGDGFRQODPD\RUSUHFLVLµQSRVLEOH
-Acceso, distancia recorrida e itinerario
El acceso a la cavidad se registra describiendo el recorrido que se sigue para alcanzar la 
8QLGDG7RSRJU£ᚏFD\DQRWDQGRODGLVWDQFLDUHFRUULGD
6H DQDOL]D VL H[LVWHQ YDULDV SRVLELOLGDGHV GH DFFHGHU DO FRQMXQWR GHVGH OD HQWUDGD R
HQWUDGDV\HQHOFDVRGHTXH ODVKD\DVHGLVFXWHFX£OHV ODP£VVHQFLOOD6HFODVLᚏFDQ
en tres categorías: acceso único, doble o múltiple. Si existen diferentes posibilidades de 
acceso, se analizan las tres variables desde cada uno de ellos. 
- Modo de desplazamiento y caracterización de la progresión hasta la Unidad 
7RSRJUi¿FD
Teniendo en cuenta la variable anterior, se considera el (los) modo(s) de desplazamiento 
TXHHVQHFHVDULRDGRSWDUSDUDDOFDQ]DUOD8QLGDG7RSRJU£ᚏFD\ODGLᚏFXOWDGGHSURJUHVLµQ
de cada uno de los itinerarios posibles.
Los modos de desplazamiento considerados son: caminando en posición erguida/inclinada, 
en cuclillas, de rodillas, arrastrándose (sobre el vientre o sobre la espalda) y trepando. 
Estos modos de desplazamiento dependen del espacio disponible y de las características 
WRSRJU£ᚏFDV GH OD FDYLGDG VWD VH UHIHUHQFLD HQ XQRV P£UJHQHV P«WULFRV TXH VH
corresponderían con la altura de una persona de entre 160-170 cm de altura. Se analizarán 
GXUDQWHHOWUDEDMRGHFDPSRSXHVWRTXHHVQHFHVDULRVHUORP£VSUHFLVRSRVLEOHWHQLHQGRHQ
cuenta las características geológicas y los posibles cambios que hayan tenido lugar, tanto 
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desde el Paleolítico al momento del descubrimiento, como desde el descubrimiento hasta la 
fecha (Fig. 3.3).
- Posición erguida/inclinada: Posición completamente estirada o ligeramente inclina-
da del tronco. El espacio permite desplazarse en estas posiciones hasta una altura 
del techo de 120 cm aproximadamente. También es el modo de desplazamiento en 
£UHDVHVWUHFKDVSHURUHODWLYDPHQWHDOWDV\TXHSXHGHQVXSRQHUXQDFLHUWDGLᚏFXO-
tad desde el punto de vista de la anchura. 
-En cuclillas: Posición que se adquiere doblando el tronco y las rodillas de manera 
que las nalgas descansen en la parte posterior de las piernas. Es una posición incó-
moda y en la que el equilibrio a la hora de caminar es precario, por lo que, en mu-
chos casos, requeriría apoyarse con las manos, bien en el suelo, bien en la pared. 
El espacio permite desplazarse en esta posición hasta una altura de entre 130 cm 
y 100 cm. 
-De rodillas: Posición en la que una persona se arrodilla y se desplaza, apoyándose 
tanto en las rodillas como en las palmas de las manos. El espacio permite despla-
zarse en esta posición hasta una altura de entre 90 cm y 70 cm. 
-Arrastrándose: Es el modo de desplazamiento más incómodo, ya que implica avan-
zar tumbado, bien sobre el vientre, bien sobre la espalda. En el primer caso, el desp-
OD]DPLHQWRVHD\XGDPHGLDQWHHOHPSXMHGHORVFRGRVPLHQWUDVTXHHQHOVHJXQGR
se suele ayudarse apoyando, si el espacio lo permite, los pies en el suelo. 
-Trepando: Es el modo de desplazamiento que se utiliza cuando es necesario subir 
a un lugar alto, fuera del alcance. En general se lleva a cabo situando las manos y 
los pies en salientes para poder ir ganando altura progresivamente. Trepar implica 
el uso de ambas manos, lo que conlleva el uso de una iluminación que se pueda de-
positar en el suelo, o bien estar acompañado de otra persona que ilumine el camino. 
En todos los casos, se considerará el modo de desplazamiento más sencillo posible y, en 
el caso de que haya varias posibilidades de llegar a un mismo lugar, se estimarán ambas, 
aunque se indicará la más sencilla, considerándola la más probable. La progresión se 
UHJLVWUDHQWUHVYDULDEOHVGHGLᚏFXOWDGFUHFLHQWHVHQFLOORPHGLR\FRPSOLFDGRGHSHQGLHQGR
GHODVGLᚏFXOWDGHVWRSRJU£ᚏFDVTXHKD\DTXHVRUWHDUHQFDGDFDVR
-Sencillo: El tránsito por la cavidad se lleva a cabo fundamentalmente en posición 
erguida, aunque sí es posible tener que agacharse o pasar alguna zona estrecha. 
(OFRQMXQWRGHORVPRGRVGHGHVSOD]DPLHQWRSHUPLWHXQSDVRVHQFLOORSRUWRGDVODV
]RQDVGHODFDYLGDGKDVWDDOFDQ]DUOD8QLGDG7RSRJU£ᚏFDFRQFUHWD
-Medio: El tránsito por la cavidad es, en general, sencillo, pero alguna área exige un 
Figura 3.3. Modos de desplazamiento por la cavidad






-Complicado: El tránsito por la cavidad es, en general, complicado y exige, bien 
arrastrarse por algunas zonas, bien trepar u otros modos de desplazamiento para 
DOFDQ]DUOD8QLGDG7RSRJU£ᚏFD
-Espacio
'HVFULSFLµQ GHWDOODGD GHO HVSDFLR TXH FRQVWLWX\H OD 8QLGDG 7RSRJU£ᚏFD LQFOX\HQGR ODV
características morfológicas que determinan las razones para su elección concreta como 
8QLGDG7RSRJU£ᚏFD$VLPLVPRVHFODVLᚏFDGHQWURGHODVSRVLELOLGDGHVHQXQDFDWHJRU¯D
conocida desde el punto de vista espeleológico: galería, camarín, sala, gatera,...
/DGHVFULSFLµQGHODWRWDOLGDGGHOHVSDFLRTXHFRQVWLWX\HOD8QLGDG7RSRJU£ᚏFDSXHGHSHUPLWLU
determinar si hubo una selección por algunas razones como la visibilidad, las características 
del soporte, su tamaño... 
Las dimensiones del mismo se calculan gracias a la topografía de la cavidad y se registran.
-Espacio disponible
(VSDFLRGLVSRQLEOHHQOD8QLGDG7RSRJU£ᚏFDFDOFXODGRDWUDY«VGHODWRSRJUDI¯DGHODFDYLGDG
y tomando las medidas máximas del área determinada se obtiene, de forma aproximada, 
HOHVSDFLRGLVSRQLEOH WRWDO ORTXHSHUPLWHFODVLᚏFDU OD8QLGDG7RSRJU£ᚏFDFRPRHVSDFLR
abierto o restringido. 
6LJXLHQGRODVGHᚏQLFLRQHVGH9LOOHQHXYHS
-Espacios abiertos son aquellos en los que potencialmente se podrían acomodar 
grupos (a partir de tres personas). Esto no quiere decir que se asume que se 
hayan llevado a cabo actividades grupales en estos lugares, sino que por sus cara-
cterísticas podrían, potencialmente, haberlas albergado.
(VSDFLRUHVWULQJLGRHVDTXHOTXHLQFOX\HHVSDFLRVSHTXH³RVHVWUHFKRVEDMRV
dimensiones reducidas) que no permiten acomodar grupos, es decir, solamente 




 -Relación con hábitat/restos arqueológicos 
&RQVLVWHHQHODQ£OLVLVGHODSUR[LPLGDGHQHOFDVRGHTXHH[LVWDGHOD8QLGDG7RSRJU£ᚏFD
con respecto a restos arqueológicos o de hábitat, excavados o no, y sus posibles relaciones. 
Hacemos una distinción acerca de las características de estos restos arqueológicos, como 
VL SURFHGHQGHXQDH[FDYDFLµQDUTXHROµJLFDR VRQ VXSHUᚏFLDOHV VL VHHQJOREDQHQXQD
Figura 3.4. Cálculo del Espacio Disponible
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concentración de restos o se trata de un resto aislado, y la localización y las posibles 




y entre los diferentes paneles que la constituyen. Es fundamental analizar la posible 
existencia de obstrucciones que limiten la visibilidad de algunas áreas. Asimismo, si las 
XQLGDGHVWRSRJU£ᚏFDVHVW£QORVXᚏFLHQWHPHQWHFHUFDVHDQDOL]DODSRVLEOHYLVLELOLGDGHQWUH
ORVSDQHOHVRODVᚏJXUDVGHFDGDXQDGHHOODV
-Relación entre los paneles








por qué se ha seleccionado como panel. Esta selección, como hemos mencionado antes, se 








Descripción general del soporte, y caracterización del mismo a nivel de panel. Valoración 
GHOVRSRUWHFRPRSRVLEOHDJHQWHFRPSRVLWLYR\ODLQᚐXHQFLDTXHSXHGHKDEHUWHQLGRHQOD
XELFDFLµQGHODVᚏJXUDV\ODFRQFHSFLµQGHOHVSDFLR
-Relación entre unidades 
3DUDODFRQVLGHUDFLµQGHODVUHODFLRQHVTXHH[LVWHQHQWUHODVᚏJXUDVHPSOHDPRVORVFULWHULRV




en el campo manual, pero están relativamente separadas.
<X[WDSRVLFLµQHVWUHFKD/DVᚏJXUDVHVW£QPX\FHUFDQDVHQWUHV¯FPSHUR







Se consideran la visibilidad y las condiciones de visualización para todo el Panel y en 
relación a sus características, si existen obstrucciones o alguna razón que impida que se 
YHDQGHWHUPLQDGDVᚏJXUDV\VHDQDOL]DQGHVGHXQSXQWRGHYLVWDGHVFULSWLYR3RURWURODGR
para llevar a cabo un estudio más detallado analizamos la visibilidad del panel a través de 
los conceptos de Punto Óptimo de Visualización y Área Máxima de Visualización. 
El Área Máxima de Visualización –AMV– representa el área total desde la cual se puede 
YLVXDOL]DUXQDᚏJXUD(QHOODVHLQFOX\HQODGLVWDQFLDP£[LPDDODTXHVHSXHGHREVHUYDUOD
ᚏJXUD\HO£QJXORGHREVHUYDFLµQSHUPLWLHQGRGHᚏQLUXQ£UHDHQODTXHVHYLVXDOL]DODᚏJXUD
y dentro de la que se inscribe el Punto Óptimo de Visualización, pero que constituye una 
]RQDP£VDPSOLDTXH«VWH\GHVGHODTXHVHSXHGHQYHUODVᚏJXUDVTXHFRPSRQHQHO
panel, aunque no en condiciones óptimas.
El Punto Óptimo de Visualización –POV– 
implica un área más restringida dentro de 
ODDQWHULRUHQODTXHODVᚏJXUDVVHYHQ
en condiciones óptimas. Esto depende 
de factores como el tamaño, la factura, 
la conservación, etc. En algunos casos, 
dependiendo del panel concreto, ambos 
conceptos pueden llegar a solaparse, siendo 
el área máxima de visualización la misma 
que el punto óptimo. 
Estas variables se calculan, al igual que en 
la propuesta metodológica de Villeneuve 
(2008), tomando los puntos máximos desde 
los que se comienza a ver el motivo por 
Figura 3.7. Cálculo de la Acogida de un Panel
Figura 3.6. Cálculo del Área Máxima de Visualización y el Punto Óptimo de Visualización
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Figura 3.8. Ficha panel
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ambos lados, y gracias a ellos se calcula un ángulo cuya área constituye el Área Máxima de 
Visualización (Fig. 3.6). 
Estas variables están muy relacionadas con la posición de visualización, que puede variar 
GHSHQGLHQGRGHFDGDXQDGHODVᚏJXUDV(QHOFDVRHQHOTXHKD\DGLIHUHQFLDVHQODSRVLFLµQ
TXH KD\ TXH DGRSWDU SDUD YHU XQDV ᚏJXUDV FRQ UHVSHFWR D RWUDV VH DQRWDU£ KDFLHQGR
referencia al caso concreto. 
3RVWXUDVGHYLVXDOL]DFLyQ
Se consigna(n) la(s) postura(s) de visualización óptima, es decir, aquella(s) en la(s) que 
el (los) motivo(s) se ve(n) sin deformaciones y de la forma más clara posible. Tenerla en 
cuenta es importante para poder calcular el número de personas que puede acoger el Punto 
Óptimo de Visualización.
-Acogida
Los cálculos que permiten obtener el Área Máxima de Visualización y el Punto Óptimo de 
Visualización ayudan a calcular la acogida –el número máximo de personas que pueden 
visualizar un Panel a la vez–. Teniendo en cuenta las dos áreas, podemos calcular la 
acogida a partir de dos variables: una, más amplia, en la que la visibilidad de un Panel 
HVSRVLEOH DXQTXHQRµSWLPD GHWHUPLQDGDSRU HOUHD0£[LPDGH9LVXDOL]DFLµQ \ RWUD
determinada por el Punto óptimo de visualización que, dependiendo de las características 
GHODVᚏJXUDVVXHOHVHUP£VUHVWULQJLGD
En cuanto a cómo llevar a cabo el cálculo del número de personas que pueden ocupar un 
lugar, hay diversidad de opiniones. Algunos autores han utilizado los cálculos propuestos por 
Neufert, arquitecto, que sostiene que una persona ocupa un espacio aproximado de unos 
0,77m2 en posición erguida y 1,75m2 en posición tumbada (PASTOORS & WENIGER, 2011). 
En relación a estas estimaciones, Pastoors y Weniger, con la intención de abarcar varias 
posiciones en el cálculo, toman como referencia la medida de 2m2 por persona y, teniendo 
HQFXHQWDODVGLᚏFXOWDGHVGHFDOFXODUHOHVSDFLRFDYHUQDULRSURSRQHQDSOLFDUORGHXQDIRUPD
general, en fracciones de cinco en cinco personas (10m2=5 personas, 20m2=10 personas, 
30m2=15 personas). Comprendemos el planteamiento de Pastoors y Weniger a la hora de 
proponer esta unidad de medida que consideramos adecuada a la hora de medir el aforo 
para espacios grandes. Estos autores utilizan como caso de estudio tres cuevas localizadas 
en el Ariège –Bedeilhac, Fontanet y Le Portel–, que cuentan con espacios de gran tamaño y 
cuyas medidas son complicadas de tomar. Sin embargo, en líneas generales, las cavidades 
del área cantábrica son de un tamaño menor y pensamos que sus estimaciones no serían lo 
VXᚏFLHQWHPHQWHSUHFLVDVDODKRUDGHDSOLFDUODVDXQHVSDFLRP£VOLPLWDGR
Villeneuve (2008) sí que introduce el factor de posición. Propone que en un área de 1 m2 
podrían caber confortablemente tres o cuatro individuos en el caso de estar en posición 
erguida. Sin embargo, en el mismo metro cuadrado solo una o dos personas entrarían 
en cuclillas o de rodillas. No considera –o menciona–, sin embargo, otras posiciones de 
visualización como tumbado, sentado o inclinado. 
Actualmente el Aforo de un lugar, público o privado, se calcula en relación a dos variables: 
el espacio disponible medido en m2 y el espacio disponible en las salidas de emergencia. 
Evidentemente esta segunda variable no tiene sentido en cuanto al arte parietal, pero los 
F£OFXORVHQUHODFLµQDOHVSDFLRGLVSRQLEOHTXHDSDUHFHQUHᚐHMDGRVHQHO&µGLJR7«FQLFRGH
OD(GLᚏFDFLµQHQFRQFUHWRHQHO'RFXPHQWR%£VLFRGH6HJXULGDGHQFDVRGH,QFHQGLR
pueden ayudar a hacer una estimación que permita concretar más las propuestas de otros 
autores. En general, en la normativa mencionada más arriba, el aforo de zonas de pública 
concurrencia para personas de pie, con diferentes usos, oscila entre 0,25 y 2m2 por persona. 
3DUD]RQDVGHHVSHFWDGRUHVVHQWDGRVSHURVLQDVLHQWRVSRUGHᚏQLUHQHOSUR\HFWRVHFDOFXOD
0,5 m2 SRUSHUVRQD6LQHPEDUJRHVWHUHJODPHQWRQRUHᚐHMDORTXHRFXSDU¯DXQDSHUVRQD
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tumbada, puesto que no es lo habitual en lugares de concurrencia pública.
Gracias a esta directiva, hemos decidido adoptar una propuesta intermedia en cuanto a la 
estimación de número de personas que cabe en un área determinada y dependiente de su 
posición (Fig. 3.7): 
 -Erguido: 0,5 m2 / persona (permite una cierta movilidad)
 -Sentado, de rodillas o en cuclillas: 0,75 m2 / persona
 -Tumbado: 1,75 m2 / persona
Las estimaciones del número de personas se harán siempre en números completos y las 
fracciones se considerarán como un individuo más. En el caso de espacios de menor tamaño 




original. En el caso de ausencia de calco, se incluye una breve referencia a la temática o el 
WLSRGHJUDI¯DSDUDIDFLOLWDUVXORFDOL]DFLµQHQODFDYLGDG(OUHVWRGHLQIRUPDFLµQGHODᚏFKD
VHGHMDEDHQEODQFRSDUDUHOOHQDUin situ. Llegado el caso de que el calco disponible no se 
















de Panel. Los campos que se consignan son: 
WLSRGHVRSRUWHದURFDHQFDMDQWHRQHRIRUPDFLRQHVದHQHOFDVRGHTXHVHWUDWHGH
neoformaciones, se determina si se trata de formaciones primarias o secundarias 
SUHYLDV D OD HMHFXFLµQ GH OD ᚏJXUD R SRVWHULRUHV \ GH TX« WLSR VRQ FDOFLWD
UHFXEULPLHQWRFDOF¯WLFRGHODURFDHQFDMDQWHDUFLOODGHGHVFDOFLᚏFDFLµQ moonmilk u 
otro. 
-textura: liso o rugoso
-consistencia: duro o blando 
-forma general: cóncavo, convexo, plano, poliforme, sinuoso u otros 
FRORUDFLµQ JHQHUDO WUDQVSDUHQWH EODQTXHFLQR DPDULOOHQWR DQDUDQMDGR PDUUµQ




zarpazos animales, arañazos modernos u otros. 
VLSUHVHQWDJULHWDVᚏVXUDVRTXHGDGHVJRWHRVHVFRUUHQW¯DVVLODURFDHQFDMDQWH
incluye fósiles, etc.




si el punto medio no ha podido ser determinado en casos de mal estado de conservación, se 
WRPDGHVGHHOSXQWRP£VEDMRGHODᚏJXUD
(QHOFDVRHQHOTXHHOVXHORKD\DVLGRPRGLᚏFDGRGHVGHHOPRPHQWRGHOGHVFXEULPLHQWRDO
momento del estudio, ha sido anotado y hemos apuntado las posibles referencias disponibles 
acerca de cómo era el suelo previo a las obras de adaptación de la cavidad.
3DUDFRQRFHUORVSRVLEOHVFDPELRVTXHKD\DQRFXUULGRHQWUHᚏQDOHVGHO3DOHRO¯WLFRVXSHULRU
y el momento del descubrimiento, utilizamos los estudios geológicos. Sin embargo, la 
frecuente carencia de estudios de este tipo para las cavidades con arte paleolítico no permite 




poder determinar si los cambios espaciales han sido sustanciales entre el momento de 
abandono de la cavidad en el Paleolítico y el momento del descubrimiento. 
 -Posición del artista 
(QODᚏFKDVHKDFRQVLJQDGRDWUDY«VGHODDOWXUDDOVXHOR\GHRWUDVYDULDEOHVHVSDFLDOHV
la posición que adoptaría el artista para llevar a cabo la representación. Ésta se referencia 
en cinco posibles márgenes métricos, que se corresponderían con la altura de una persona 
de entre 160-170 cm de altura. Como base para esta variable, hemos tomado a modo de 
SXQWRGHSDUWLGDORVWUDEDMRVGH(/µSH]0RQWDOYRDGDSW£QGRORVDODUWHSDOHRO¯WLFR\
llevando a cabo nuestra propia experimentación. Estas posturas son (Fig. 3.9): 
-Tumbado: Un máximo de 80-90 cm de altura al suelo. Dependiendo también de las 
SRVLELOLGDGHVHVSDFLDOHV ODVᚏJXUDVTXHVHHMHFXWDQHQSRVLFLµQGHF¼ELWRVXSLQR
(tumbado sobre la espalda) suelen limitarse a lugares con espacio muy restringido 
en relación a la altura y en el que las representaciones se localizan habitualmente 
en el techo. 
Figura 3.9. Posición del Artista
Parte I. Bases teóricas y metodología
79
(Q DOJXQRV FDVRV DXQTXH HV GLI¯FLO GHWHUPLQDUOR VH KDQ OOHYDGR D FDER ᚏJXUDV
HQSRVLFLµQGHF¼ELWRSURQRWXPEDGRVREUHHOYLHQWUHHQFDVRVᚏJXUDGRVVREUHOD
pared en espacios muy restringidos, que no permiten sentarse, estar de rodillas o 
en cuclillas.
6HGHQWHHQFXFOLOODVRGHURGLOODVืFP3RUGHEDMRGHXQPHWURDOVXHORH[LVWHQ
diferentes posiciones que permitirían al artista obtener una perpendicularidad a la 
SDUHGFXDOTXLHUDGHHOODVSHUPLWLU¯DWUD]DUXQDᚏJXUDHQHVWHPDUJHQHVSDFLDOVLQ
HPEDUJRSUREDEOHPHQWHODVᚏJXUDVORFDOL]DGDVP£VFHUFDGHOVXHORVHOOHYDVHQD
cabo sentado y las más cercanas al metro, bien de rodillas, bien en cuclillas puesto 
que permiten una mayor elevación. 
-Posición inclinada (130-100 cm). Entre un metro y un metro treinta de altura 
la posición más cómoda para el artista sería erguido con el tronco inclinado en 
diferentes grados para obtener la postura que genere mayor perpendicularidad con 
el soporte.
-Posición erguida (170-130 cm). Se trata de la posición más habitual del arte 
paleolítico, abarca un margen bastante amplio y es la más cómoda que puede adoptar 
HODUWLVWDSDOHRO¯WLFRMXQWRFRQODLQFOLQDGDSXHVWRTXHSHUPLWHDGTXLULUXQDSRVLFLµQ
perpendicular en relación al soporte. En los extremos esta perpendicularidad se 
iría perdiendo, por lo que el artista optaría por tomar una posición que le permitiese 
estar perpendicular a la pared. 
-Uso de alzamiento (>180 cm). Por encima de esta altura el artista perdería la 
SHUSHQGLFXODULGDGQHFHVDULDSDUDHMHFXWDUODJUDI¯D3RUORWDQWRFRQVLGHUDPRVTXH




'HWHUPLQDFLµQ GH VL VH WUDWD GH XQD JUDI¯D ᚏJXUDWLYD R QR ᚏJXUDWLYD \ HO WLSR FRQFUHWR
6LJXLHQGRGHᚏQLFLRQHVSUHYLDVGARCÍA-DIEZ & OCHOAGARCÍA-DIEZ, 1999), se 
consideran cuatro tipos que agrupan diferentes construcciones: representaciones lineales 
\ SXQWRV ದO¯QHDV UHFWDV VLQXRVDV FµQFDYDV FRQYH[DV \ SXQWRVದ UHSUHVHQWDFLRQHV
naturales, o aquellas que reconocemos hoy en día, puesto que responden a estructuras 
UHDOHVWDQJLEOHVPDWHULDOHV]RRPRUIRVRᚏJXUDVKXPDQDVUHSUHVHQWDFLRQHVJHRP«WULFDV
TXH VRQ DTXHOODV TXH VH UHODFLRQDQ FRQ IRUPDV JHRP«WULFDV GHᚏQLGDV \ DFHSWDGDV ದ
WUL£QJXORVF¯UFXORVFXDGULO£WHURV\VXVDVRFLDFLRQHVದ\ᚏQDOPHQWHODVDVRFLDFLRQHVR
concentraciones de colorante, formas en las que no se reconocen ninguno de los esquemas 
anteriores. 
-Tema
Dentro de los cuatro grupos anteriores, determinación del tipo concreto de construcción. En 
HOFDVRGHORV]RRPRUIRVODLGHQWLᚏFDFLµQWD[RQµPLFDVHKDKHFKRHQEDVHDODFRPSDUDFLµQ
FRQHVSHFLHVDFWXDOHV\FRQUHFRQVWUXFFLRQHVFLHQW¯ᚏFDVGHODIDXQDH[WLQWD(QJHQHUDOHQ
el arte paleolítico el número de especies representado es bastante reducido y poco variado. 
Sauvet (GRAPP, 1993, p. 84) determinó, a través del análisis de las especies representadas, 
que el 51% de los animales representados corresponden solamente a dos especies: el 
caballo y el bisonte. El resto de especies representadas se puede reducir a apenas una 
GRFHQDVLHQGRDOJXQDVGHHOODVPX\HVFDVDV/DFODVLᚏFDFLµQVHVXHOHKDFHUSRUIDPLOLDV
y especies: bóvidos (bisonte, uro) y los cápridos (cabra, rebeco/sarrio), équidos (caballo), 
cérvidos (ciervo, cierva, reno, megaceros), proboscídeos (mamut, elefante), rinoceróntidos 
ULQRFHURQWHVXLGRVMDEDO¯FDUQ¯YRURVRVRVIHOLQRVF£QLGRVDYHVSHFHV OHSµULGRV
OLHEUH FRQHMR \ UHSWLOHV VHUSLHQWH 3DUD OD GHWHUPLQDFLµQ WD[RQµPLFD GH HVWRV WHPDV
hemos optado por tomar como referencia los criterios propuestos por el *URXSHGH5HÀH[LRQ
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sur l’Art Pariétal Paléolithique en los diversos capítulos dedicados a cada una de las familias 





(Q FXDQWR D ORV DQWURSRPRUIRV R ᚏJXUDV KXPDQDV VX UHSUHVHQWDFLµQ HQ HO DUWH SDULHWDO
paleolítico es relativamente escasa. Habitualmente, se diferencian tres categorías: 
PDVFXOLQRVIHPHQLQRV\DVH[XDGRV7DPEL«QVHSXHGHQFODVLᚏFDUHQIXQFLµQGHODIRUPD
TXH VH UHSUHVHQWDURQ HQ RFDVLRQHV VH UHSUHVHQWDQ ¼QLFDPHQWH ORV µUJDQRV VH[XDOHV \
VRQ FODVLᚏFDGRV ELHQ FRPRVLJQRV ELHQ FRPRDQWURSRPRUIR SDUFLDOPHQWH UHSUHVHQWDGR
(O FRQMXQWR GH UHSUHVHQWDFLRQHV FODUDPHQWHPDVFXOLQR HV EDVWDQWH HVFDVR (Q JHQHUDO
en el arte parietal se encuentran en formato total y con frecuencia aparecen en forma de 
ᚏJXUDV FRPSXHVWDV TXH FRQMXJDQ FDUDFWHUHV KXPDQRV FRQ DQLPDOHV (Q FXDQWR D ODV
ᚏJXUDVIHPHQLQDVORKDELWXDOHVTXHVHDQUHSUHVHQWDFLRQHVSDUFLDOHVTXHVHUHGXFHQDOD
UHSUHVHQWDFLµQGHOD]RQDYXOYDUᚏJXUDGDFRPRXQWUL£QJXOR7DPEL«QFRQIUHFXHQFLDVH
han asociado a representaciones parciales femeninas oquedades que han sido destacadas 
GHDOJ¼QPRGRFRQRFUHURMRRJUDEDGRSDUDPDUFDUVXFDU£FWHUVH[XDO(OFRQMXQWRP£V
IUHFXHQWHHQHODUWHSDULHWDOVRQODVᚏJXUDVKXPDQDVDVH[XDGDVDTXHOODVTXHQRHYLGHQFLDQ
ninguna característica que apunte a uno de los dos sexos. Se representaron de forma 
sencilla, como un simple contorno sin detalles y en ocasiones, hasta bestializadas en cierto 
modo. 
/DVLPSURQWDVGHPDQRVVHFODVLᚏFDQHQGRVWLSRV/DPDQRHQSRVLWLYRHQODTXHODPDQR
impregnada de pigmento se ha presionado sobre el soporte, y la mano en negativo, la más 
frecuente en el Arte parietal. Se traza disponiendo la mano sobre el soporte y, mediante 
GLIHUHQWHVW«FQLFDVVHFUHDXQKDORGHSLJPHQWRTXHGHMDODIRUPDGHODPDQRURGHDGDGH
colorante. 
Los signos constituyen el grupo temático más numeroso del arte parietal. Se trata de 
UHSUHVHQWDFLRQHV FX\R VLJQLᚏFDGR GHVFRQRFHPRV ([LVWH XQD JUDQ YDULDELOLGDG VLQ
HPEDUJR VH KDQ UHDOL]DGR GLIHUHQWHV FODVLᚏFDFLRQHV IRUPDOHV CASADO  LEROI-
GOURHAN  SAUVET, SAUVET & WLODARCZYK  VIALOU, 1986) para 
intentar una ordenación que permitiese avanzar en su conocimiento. Los signos aparecen 
de forma constante durante todo el Paleolítico Superior, lo que complica su atribución 
FURQROµJLFD (Q JHQHUDO ORV VLJQRV VH VXHOHQ GLYLGLU HQWUH VLJQRV VLPSOHV \ FRPSOHMRV
La primera categoría abarca puntuaciones y agrupaciones de puntos y representaciones 
OLQHDOHVWUD]RVFµQFDYRVFRQYH[RVVLQXRVRV\SRURWURODGRORVFRPSOHMRVDEDUFDQODV
representaciones geométricas simples (formas angulares, triángulos, cruciformes, círculos, 
cuadriláteros,...) y la combinación de varias de éstas, para crear diferentes formas, a las 
que tradicionalmente se les ha dado una denominación en relación a la forma a la que le 





utilizado para llevar a cabo la grafía, mientras que el grabado solamente requiere un medio 
de aplicación. La forma de aplicación de éstos al soporte recibe el nombre de procedimiento 
GHHMHFXFLµQGARATEGARCÍA-DIEZ & GARATEGARCÍA-DIEZ, 1999). 
/DW«FQLFDVHUHJLVWUDPHGLDQWHFXDGURVGHYDOLGDFLµQSDUDVLPSOLᚏFDUORVORP£[LPRSRVLEOH
aunque generalmente se realiza una descripción somera en el apartado descriptivo. Se 
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Figura 3.10. Formato de representación
GLVWLQJXH HQWUH 'LEXMR \ *UDEDGR FRPR FDWHJRU¯DV JHQHUDOHV \ VHJXLGDPHQWH VH KDFH
referencia a tres variables fundamentales en cuanto a la técnica: la coloración del pigmento 
ದURMRQHJURDPDULOORPDUUµQ\RWURVದHOPHGLRGHDSOLFDFLµQದGLJLWDGRWDPSRQDGRO£SL]GH
FRORUDQWHLQVWUXPHQWRO¯WLFRVRSODGR\RWURVದ\HOSURFHGLPLHQWRGHHMHFXFLµQದWUD]RVLPSOH
trazo múltiple, trazo estriado, raspado, tinta plana y otros–. 
En los casos en los que aparece una combinación de técnicas, distintos medios de aplicación 
RSURFHGLPLHQWRVGHHMHFXFLµQVHFRQVLJQDQHQHOFXDGURGHYDOLGDFLµQ\VHDQDOL]DQODV
combinaciones en el cuadro descriptivo para tener observaciones más detalladas. 
-Formato de representación
(O IRUPDWR GH UHSUHVHQWDFLµQ HV HO FRQMXQWR GH ODV SDUWHV UHSUHVHQWDGDV HQ ORV FDVRV
ᚏJXUDWLYRV6HFRQVLJQDDSDUWLUGHFDPSRVGHYDOLGDFLµQTXHVHSXHGHQGLIHUHQFLDUHQGRV
grandes variables (Fig. 10): Completo –se han representado cabeza, tronco y extremidades 
conformando la totalidad del contorno de un zoomorfo– e Incompleto –en el caso de que 
QR VH KD\D ᚏJXUDGR DOJXQD GH ODV SDUWHV DQWHV PHQFLRQDGDVದ 'HQWUR GH ,QFRPSOHWR
consideramos a su vez una serie de campos: Cabeza –que puede incluir también parte de 
ODO¯QHDF«UYLFRGRUVDO\RGHOFXHOORORTXHWUDGLFLRQDOPHQWHVHKDGHQRPLQDGRSUµWRPRVದ
Tren delantero –cabeza, cuello, pecho y extremidades anteriores y en algunos casos inicio 
GHODO¯QHDF«UYLFRGRUVDO\RLQLFLRGHOYLHQWUHದ7UHQWUDVHURದJUXSDQDOJDFRODHQHOFDVR
GHTXH VH ᚏJXUH FXDUWRV \ H[WUHPLGDGHV WUDVHUDV \ HQDOJXQRV FDVRV ᚏQDO GH OD O¯QHD
F«UYLFRGRUVDO\RGHOYLHQWUHದ0LWDGVXSHULRUದFDEH]DO¯QHDF«UYLFRGRUVDOJUXSDLQLFLR
GH ODQDOJD\R LQLFLRGHOFXHOORದ0LWDG LQIHULRUದSHFKRH[WUHPLGDGHVDQWHULRUHVYLHQWUH
H[WUHPLGDGHVSRVWHULRUHV\SDUWHᚏQDOGH ODQDOJDದ$F«IDORದUHSUHVHQWDFLµQGHOFRQWRUQR
FRPSOHWRGHODQLPDOH[FHSWRODFDEH]Dದ\SRU¼OWLPRSDUWHVVXHOWDVFRPRO¯QHDF«UYLFR
dorsal o extremidades (3.10). 
 -Tamaño
(O WDPD³R GH XQD ᚏJXUD SXHGH GHSHQGHU GH PXFKRV IDFWRUHV FRPR ODV
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características del soporte – el tamaño, el tipo, la presencia de neoformaciones que limiten 




cuatro categorías distintas dependiendo de su tamaño: 
-Pequeña: entre 0 cm y 30 cm
-Mediana: entre 31 cm y 85 cm 
-Grande: entre 86 cm y hasta 125 cm
-Muy Grande: más de 126 cm
 
 -Orientación y nivelación 
Las representaciones paleolíticas carecen de referencias espaciales. La orientación y la 
nivelación parecen ser variables arbitrarias. 
La orientación es la posición hacia donde mira la representación (GARCÍA-DIEZ, 1999). La 
QLYHODFLµQODWRPDPRVHQUHIHUHQFLDDOHMHYHUWLFDOGHOSDQHOTXHVHFRQVLGHUDHOSXQWRGH|
&RQVLGHUDPRV|FRPRSRVLFLµQYHUWLFDOPLUDQGRKDFLDDUULED|SRVLFLµQYHUWLFDOPLUDQGR
KDFLD DEDMR | SRVLFLµQ KRUL]RQWDO \ | SRVLFLµQ LQYHUWLGD /RV £QJXORV LQWHUPHGLRV
Figura 3.11. Orientación y Nivelación
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se consideran oblicuos y se referencia la posición en la que se encuentra en el apartado 
descriptivo. (Fig. 3.11) 
-Descripción
Descripción detallada del motivo, incluyendo sobre todo datos técnicos y compositivos que 





caso en el que no se pueda consignar simplemente mediante los cuadros de validación. En 
el caso de que se pueda determinar y sea interesante para el estudio se analiza el proceso 
GHHMHFXFLµQGHVGHHOSXQWRGHYLVWDW«FQLFR\JU£ᚏFR
(QHOFDVRGHUHSUHVHQWDFLRQHVQRᚏJXUDWLYDVVHUHDOL]DXQDGHVFULSFLµQORP£VᚏDEOHSRVLEOH
utilizando formas geométricas sencillas para ello.
-Visibilidad
/DV FDUDFWHU¯VWLFDV GH XQD ᚏJXUD FRPR VX W«FQLFD WDPD³R DOWXUD DO VXHOR IRUPDWR GH
representación, pueden haber estado motivadas por la intención del autor a la hora de llevarlas 
a cabo para que pudiesen observarse desde una distancia mayor o menor, con una intención 




en base a los criterios que se proponen.
 
-Encuadre y aprovechamiento del soporte
El encuadre y aprovechamiento del soporte nos permiten saber que la elección del lugar en 
ODTXHVHOOHYµDFDERODᚏJXUDHVSUHPHGLWDGDSXHVWRTXHVLVHDGDSWDDODVFDUDFWHU¯VWLFDV
que ofrece el soporte es porque ha sido situada allí deliberadamente. También puede indicar 
una selección diferencial de un determinado soporte por sus características físicas.
El aprovechamiento ha sido sistematizado por varios autores hasta la fecha, nuestro estudio 
LQFOX\HFRQDOJXQDVPRGLᚏFDFLRQHVSURSXHVWDVTXH\DKHPRVDQDOL]DGRHQHOFDS¯WXORGH
la historiografía. 
(O DQ£OLVLV GH OD UHODFLµQ HQWUH HO VRSRUWH \ OD ᚏJXUD VH HVWXGLD XWLOL]DQGR ODV VLJXLHQWHV
variables (Fig.3.12): 
-Encuadre: Uso del soporte para delimitar un motivo. Se pueden considerar dos 
posibilidades: 
-Parcial: En la que el encuadre se limita a parte del motivo: uno de sus lados, 
SRUHMHPSORHOXVRGHXQDJULHWDRXQFDPELRHQHOVRSRUWHSDUDUHSUHVHQWDU
el suelo.







Esto se hace a partir del uso de:
-Macrorrelieves: Los criterios de selección están basados en su aspecto relativamente 
“monumental”: pilares estalagmíticos, “banderas”, nichos, camarines...
-Microrrelieves: de carácter más limitado, una grieta, un cambio en la forma a pequeña 




de ser de difícil encuadre se marcará como dudosa. Para ello se han creado una serie de 
cuadros de validación con cada uno de los periodos cronoculturales del Paleolítico superior 
–Auriñaciense, Gravetiense, Solutrense, Magdaleniense (inferior, medio o superior)– (Fig. 
3.13).
0HWRGRORJtDGH&DPSR
7HQLHQGR HQ FXHQWD ORV REMHWLYRV GH HVWD WHVLV \ ODV YDULDEOHV GHᚏQLGDV HQ HO DSDUWDGR
anterior, el análisis se va a llevar a cabo sobre datos obtenidos directamente en cavidades 
con arte paleolítico. Las variables que vamos a analizar se describen en el transcurso de las 
investigaciones del arte parietal en muchas ocasiones, pero no de una forma sistemática y 




A) Integración (Covalanas), B) Sustitución (La Pasiega), C) Encuadre Parcial (La Pasiega) y D) Encuadre total (Las 
Chimeneas) 











de Cantabria titulado “Soportes y espacios del arte paleolítico cantábrico“ dirigido por la 
ᚏUPDQWH \ DXWRUL]DGR SRU HO &RQVHMHUR GH &XOWXUD GH &DQWDEULD HQ 2FWXEUH GH  \
prorrogado durante los años 2013, 2014 y 2015. La autorización incluye la investigación a 
las cavidades de: Chufín (Riclones), El Linar (Alfoz de Lloredo), La Pasiega (Puente Viesgo), 
Las Chimeneas (Puente Viesgo), Las Monedas (Puente Viesgo), Covalanas (Ramales de la 
Victoria) y Pondra (Ramales de la Victoria). 
3UR\HFWRGHHVWXGLRಯ'RFXPHQWDFLµQ\HVWXGLRGHORVFRQMXQWRVUXSHVWUHVGH/D&RYDFLHOOD
\(O%RVTXHರGLULJLGRSRU0DUFRV*DUF¯D'LH]$XWRUL]DGR\ᚏQDQFLDGRSRUOD'LUHFFLµQGH
Patrimonio Cultural del Gobierno del Principado de Asturias en 2013.
/D HMHFXFLµQ GH HVWRV HVWXGLRV KD VLGR SRVLEOH JUDFLDV D OD ᚏQDQFLDFLµQ SURSRUFLRQDGD
SRU XQD EHFD SUHGRFWRUDO FRQFHGLGD D OD DXWRUD GHO SUHVHQWH WUDEDMR \ JUDFLDV DO DSR\R




8QD YH] VHOHFFLRQDGRV ORV FRQMXQWRV D DQDOL]DU VH KD OOHYDGR D FDER XQ YDFLDGR
ELEOLRJU£ᚏFRHQHOTXHVHKDQUHFRJLGRWRGDVODVSXEOLFDFLRQHVTXHFRQFLHUQHQDFDGDXQD
de las cavidades. Con estas publicaciones se ha elaborado un exhaustivo estado de la 
LQYHVWLJDFLµQ GH FDGD XQD LQFOX\HQGR ORFDOL]DFLµQ JHRJU£ᚏFD HVWXGLRV GH DUWH SDULHWDO
excavaciones arqueológicas –en el caso de que se hayan llevado a cabo–, la cronología 
propuesta por diferentes autores, etc. 
7UDEDMRGHFDPSR7RPDGHGDWRV
(OSODQWHDPLHQWRLQLFLDOGHOWUDEDMRGHFDPSRVHOOHYµDFDERHQGRVIDVHV3ULPHURVHUHDOL]µ
HO HVWXGLR GH ORV FRQMXQWRV FRQ DUWH FRQVLGHUDGRV VLQFUµQLFRV SDUD UHFRQRFHU SRVLEOHV
formas de organización de sus espacios a partir de las variables antes mencionadas y, 
SRVWHULRUPHQWHVHHVWXGLDURQORVFRQMXQWRVFRQXQFDU£FWHUP£VFRPSOHMRGLDFUµQLFRSDUD
observar si existen relaciones entre los anteriores y éstos, y cómo se integran las diferentes 
fases pictóricas o de grabado.
(OWUDEDMRGHFDPSRVHKDGLYLGLGRHQODVVLJXLHQWHVIDVHVSDUDFDGDXQDGHODVFDYLGDGHV
  -Prospección de la cavidad
El acercamiento a las cavidades estudiadas ha sido diferente dependiendo de la 
documentación disponible para cada una de ellas. En las cavidades en las que se dispone 
de estudios recientes, llevados a cabo con métodos de análisis actuales y con un carácter 
H[KDXVWLYRVHKDQUHJLVWUDGRODVᚏJXUDVSXEOLFDGDV\VHKDOOHYDGRDFDERXQDSURVSHFFLµQ
somera. Por otro lado, en otras cavidades en las que la documentación es antigua o tiene 
un carácter preliminar, se ha llevado a cabo una prospección intensiva que consiste en la 
YLVXDOL]DFLµQGHODWRWDOLGDGGHODVVXSHUᚏFLHVDᚏQGHORFDOL]DUODVPDQLIHVWDFLRQHVJU£ᚏFDV
previamente publicadas y otras inéditas. Sin embargo, en algunos casos las dimensiones 
de la cavidad, como el caso de la cueva de Monedas, ha llevado a que esta prospección 
se limitase a las áreas en las que se había documentado previamente arte parietal. En los 
Parte I. Bases teóricas y metodología
87




de algunas de las publicadas. 





y, dentro de las posibilidades, se ha llevado a cabo una valoración geomorfológica básica.
La toma de datos se ha hecho teniendo muy presente la necesidad de conservación, tanto 
de la cavidad natural como de las grafías prehistóricas, por lo que no en todos los casos 
VHKDSRGLGR OOHYDUD FDERXQDSURVSHFFLµQH[KDXVWLYDSRU ODGLᚏFXOWDGGHDFFHVRRGH
YLVLELOLGDGHQDOJXQRGHORVFDVRV6LVHGLRHVWDVLWXDFLµQHQDOJXQRGHORVFRQMXQWRVVHYHU£
UHᚐHMDGDHQHOHVWXGLRHVSHF¯ᚏFRGHFDGDXQDGHODVFDYLGDGHV
(O¼OWLPRSDVRHQHO WUDEDMRGHFDPSRHVXQDQXHYDREVHUYDFLµQJHQHUDOGH OD FDYLGDG
tomando notas acerca de la organización del espacio, zonas con características similares 
a las decoradas pero que sin embargo no se han utilizado y, en el caso de que se hayan 
llevado a cabo obras de habilitación de la cavidad para las visitas turísticas, anotación y 
UHJLVWURIRWRJU£ᚏFRGHORVFDPELRVSURGXFLGRVHQHOHVSDFLR
  -Documentación escrita
3DUD FDGD XQD GH ODV FDYLGDGHV HVWXGLDGDV VH KD JHQHUDGR XQD VHULH GH ᚏFKDV
especializadas en las que se incluía el calco más reciente de cada uno de los motivos a 
DQDOL]DU \ VX ORFDOL]DFLµQ \ XQD VHULH GH ᚏFKDV HQ EODQFR SDUD ODV JUDI¯DV LQ«GLWDV ODV
XQLGDGHVWRSRJU£ᚏFDV\SDQHOHV
A cada una de las cavidades se le ha asignado una sigla, generalmente correspondiente 
con los tres primeros caracteres de su nombre, seguida por un número correspondiente a la 
XQLGDGWRSRJU£ᚏFDHQODTXHVHORFDOL]D\TXHHVW£HQUHODFLµQDODGLVWDQFLDGHOPLVPRGH
la entrada a la cueva. Tras éste, otro número correspondiente al panel dentro de la unidad 
WRSRJU£ᚏFD\XQQ¼PHURSDUDFDGDJUDI¯DVHSDUDGRVSRUSXQWRV
/D WRPD GH GDWRV VH KL]R GH IRUPD GLUHFWD D WUDY«V GH ODV ᚏFKDV GH GDWRV IRUPXODGDV
HVSHF¯ᚏFDPHQWHSDUDHOHVWXGLR\FRPHQ]DQGRSRUHOQLYHOLQIHULRU8QLGDG*U£ᚏFDSDUD
poder tomar una decisión informada acerca de la organización espacial a mayor escala (Panel 
\8QLGDG7RSRJU£ᚏFD/DVYDULDEOHVUHFRJLGDVHQHODSDUWDGRDQWHULRUVHKDQVLVWHPDWL]DGR
para que la toma de datos sea lo más similar posible entre las diferentes representaciones 
\ ODV GLIHUHQWHV FDYLGDGHV /DV ᚏFKDV EDVH FRQWLHQHQ WDQWR FDPSRV GHVFULSWLYRV FRPR
FDPSRVGHYDORUHV\HVSDFLRSDUDODHMHFXFLµQGHFURTXLVDPDQRDO]DGDGHODGLVWULEXFLµQ
WRSRJU£ᚏFDODGLVWULEXFLµQHQORVSDQHOHV\FDGDXQDGHODVJUDI¯DV
/D ᚏQDQFLDFLµQDVRFLDGDDHVWHSUR\HFWRQRVKDREOLJDGRD WUDEDMDU FRQ ODV WRSRJUDI¯DV
publicadas de las cavidades estudiadas. En algunos casos, estas topografías son recientes 
por lo que son precisas y cuentan con secciones de las zonas decoradas. Sin embargo, en 
otros casos, estas topografías son antiguas, imprecisas y con poco detalle. No obstante, se 
han utilizado para marcar con la mayor precisión posible la localización de las diferentes 






en el campo. 
(OHTXLSRXWLOL]DGRVHFRPSRQHGHXQDF£PDUD&DQRQ(26'FRQORVREMHWLYRV&DQRQ
EF-S 18-55mm f/3,5-5,6 IS, Canon EF-S 55-250mm f/4-5,6 IS y Canon EF 50mm f/1.8. 
Este equipo permite obtener imágenes de alta calidad tanto en JPG como en RAW (CR2). 
Las fotografías se hicieron con la cámara montada sobre un trípode y con diferentes tipos 
de luz fría. Para ello se utilizaron fuentes de iluminación LED y se obtuvieron imágenes de 
diferentes puntos de vista. En los casos en los que las condiciones impedían el uso del 
WU¯SRGHVHXWLOL]µᚐDVK
3DUD ODV IRWRJUDI¯DV GH OD FDYLGDG \ ODV XQLGDGHV WRSRJU£ᚏFDV VH XWLOL]DURQ ELHQ XQD
FRPELQDFLµQGHOXFHVIU¯DV\WLHPSRVGHDSHUWXUDGHOREWXUDGRUGLODWDGDVRELHQᚐDVKFRQ
HOREMHWLYRGHREWHQHULP£JHQHVGLIHUHQWHVGHOHQWRUQRFDYHUQDULR\GHODV£UHDVHQODVTXH
se enmarcan los Paneles. Para mantener una uniformidad en las imágenes obtenidas, la 
SRVLFLµQGHODF£PDUDHQWRGRVORVFDVRVKDVLGRGH|KRUL]RQWDORGH|YHUWLFDO
con respecto al suelo. 
En cuanto a los paneles, se han tomado fotografías siguiendo las condiciones expresadas 
más arriba, intentando abarcar en una única foto todas las representaciones localizadas en 
XQPLVPRHVSDFLRFRQHOREMHWLYRGHGRFXPHQWDUODVORP£VᚏHOPHQWHSRVLEOHHLQWHQWDQGROD
máxima ortogonalidad posible en cada caso. Al igual que en el caso anterior, para mantener 
XQDXQLIRUPLGDGGHODUHODFLµQHQWUHODᚏJXUD\HOVXHORODVᚏJXUDVVHKDQWRPDGRFRQXQD
SRVLFLµQGHODF£PDUDGH|RGH|FRQUHVSHFWRDOVXHOR
Para las grafías, se posicionó la cámara en el centro del motivo rupestre y ortogonal al 
mismo. Se ha tratado de respetar la ortogonalidad preferencialmente, por lo que no siempre 
la relación de la posición de la cámara respecto al suelo es la expresada en los anteriores 
FDVRV(QXQSULPHUPRPHQWR\GHSHQGLHQGRGHOHVWDGRGHFRQVHUYDFLµQGHODᚏJXUDVH
hizo un tratamiento básico del color utilizando Adobe Photoshop CS5 y el plugin DStretch 
en ImageJ.
  5HJLVWURJUi¿FR
Solo en tres casos –Coimbre, La Covaciella y El Bosque– y dependiendo de las características 
GHOSUR\HFWRHQHOTXHHVW£EDPRVLQYROXFUDGRVVHKDQOOHYDGRDFDERFDOFRVGHODVᚏJXUDVHQ
colaboración con el resto del equipo de investigación, compuesto por Marcos García-Diez y 
Daniel Garrido en el caso de Coimbre y los mismos e Irene Vigiola, Adolfo Rodriguez-Asensio 
\ODSURSLDᚏUPDQWHSDUD/D&RYDFLHOOD\(O%RVTXH/RVFDOFRVVHOOHYDURQDFDERXWLOL]DQGR
una fotografía tomada frente al motivo y con posición ortogonal al mismo. Tras el tratamiento 
IRWRJU£ᚏFRPHGLDQWH Adobe Photoshop CS5 y el plugin DStretch en ImageJ, se procedió a 
forrar el calco con plástico de polivinilo sobre el que se llevó a cabo un primer levantamiento 
GHOFDOFR7UDVODHMHFXFLµQGHHVWHFDOFRSUHOLPLQDUVHOHYDQWµXQFDOFRGLJLWDOXWLOL]DQGR
a partir de selección de áreas de color, Adobe Photoshop CS5(OERUUDGRUGHOFDOFRMXQWR
FRQODLPDJHQIXHQWHIXHLPSUHVR\IRUUDGRGHQXHYRFRQSO£VWLFRGHSROLYLQLORDᚏQGH
hacer comprobaciones en el campo y poder anotar las consideraciones convenientes para 
DYDQ]DUHQODHODERUDFLµQGHOFDOFRᚏQDO3RVWHULRUPHQWHODVFRUUHFFLRQHV\RDPSOLDFLRQHV
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En el resto de las cavidades estudiadas no se han llevado a cabo calcos puesto que no se 
han considerado necesarios para el análisis de las variables planteadas más arriba.
$QiOLVLVGHORVGDWRV
4.1. La ordenación de los datos
/RVGDWRVREWHQLGRVHQFDPSR\UHJLVWUDGRVHQ ODVᚏFKDVVHKDQ LQWURGXFLGRHQ OD%DVH
GHGDWRVJHQHUDGDHQ)LOHPDNHUFRQHOREMHWLYRGHFRQWDUFRQXQDEDVHGHGDWRVLQIRU-






ento estadístico básico para cada una de las cavidades que se incluye en el subcapítulo de 
sumario de cada uno de los capítulos de las cuevas. 







WDWLYR WLSRGHVRSRUWH WHPD W«FQLFDSRVLFLµQGHHMHFXFLµQFURQRORJ¯DHWFSRU ORTXH
los análisis estadísticos que se pueden llevar a cabo son menos numerosos a la hora de 
obtener resultados en la combinación de variables. También contamos, no obstante, con 
una serie de variables cuantitativas: altura al suelo, área máxima de visualización, punto 
óptimo de visualización, acogida, etc. en las que es posible un mayor número de análisis y 
ODHODERUDFLµQGHJU£ᚏFDV
Para cada uno de los niveles de estudio hemos analizado las variables por separado para 
FDUDFWHUL]DU ODPXHVWUDFRQ ODTXHFRQWDPRVD WUDY«VGHHVWDG¯VWLFRV\JU£ᚏFRVE£VLFRV
Las variables cualitativas se han analizado utilizando el estadístico de Chi-cuadrado, que 
SHUPLWHGHWHUPLQDUVL ODUHODFLµQHQWUHGRVYDULDEOHVHVHVWDG¯VWLFDPHQWHVLJQLᚏFDWLYD ORV
resultados se han interpretado a través de tablas. En los casos en los que no ha sido posible 







El estudio del arte prehistórico presenta una serie de problemas que tenemos que tener 
muy presentes en la interpretación arqueológica de los resultados. Vamos a analizar 
detenidamente las generales que hay en relación al arte prehistórico y las que se presentan 
para este estudio particular.
El arte paleolítico se ha desarrollado desde al menos hace 40.000 años hasta hace 12.000 
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años. Durante ese periodo existen variabilidades marcadas, pero a la vez hay una gran 
KRPRJHQHLGDGHQHOHVWLORODHMHFXFLµQ\ODORFDOL]DFLµQGHODVUHSUHVHQWDFLRQHV(VWRGLᚏFXOWD
la interpretación desde el punto de vista diacrónico. A la vez, la falta de particularidades 
SXHGHGLᚏFXOWDUHODQ£OLVLVGHOFRQMXQWR
3RU RWUD SDUWH OD GHᚏQLFLµQ GH GHWHUPLQDGRV HVWLORV X KRPRJHQHLGDGHV TXH SRGDPRV
observar no tienen por qué constituir una diferencia social o grupal, sino que dos grupos o 
FRQMXQWRVVRFLDOHVSXHGHQWHQHUGLIHUHQWHVIRUPDVGHH[SUHVLµQ
/DVSUREOHP£WLFDVUHODFLRQDGDVHVSHF¯ᚏFDPHQWHFRQHOREMHWRGHHVWXGLRVRQGHQXHYROD
cronología y la reutilización de los mismos contextos (palimpsestos), la interpretación, la 
percepción y la potencial variación (geológica) de los espacios entre el Paleolítico superior y 
el momento del descubrimiento.
La temporalidad del uso
Una problemática que se presenta en el estudio del espacio del arte parietal es el uso a lo 
largo de un ámbito temporal muy dilatado. Algunas cavidades solo se utilizaron durante una 
cronología determinada, mientras que otras fueron empleadas durante prácticamente todas 
ODVIDVHVGHO3DOHRO¯WLFRVXSHULRU$GHP£VH[LVWHXQFRQᚐLFWRDOYDORUDUFµPRFRQVLGHUDPRV
a lo sincrónico: ¿se trata de un único momento? ¿de varios momentos, dentro del mismo 
periodo cronológico o no?, etc. Y en una consideración paralela, ¿cómo consideramos 
OD GLDFURQ¯D" FµPR YDULRV PRPHQWRV HQ ORV TXH VH D³DGHQ ᚏJXUDV TXH HQULTXHFHQ
ODVTXH\DVHKDE¯DQᚏJXUDGR"VHUHVSHWµORHMHFXWDGRHQIDVHVDQWHULRUHVSHURQRVH
FRQVLGHUDQFRPRXQFRQMXQWRVLQRFRPRIDVHVLQGLYLGXDOL]DGDVFRQVLJQLᚏFDGRV\REMHWLYRV
diferenciados, o viceversa?. 
En relación a registros arqueológicos se han planteado estas cuestiones. Bailey y Galanidou 
(2009) consideran que las cuevas son espacios altamente utilizados en cronologías 
SUHKLVWµULFDVTXHSUHVHQWDQGLIHUHQWHVSUREOHP£WLFDVFRPRODEDMDWDVDGHVHGLPHQWDFLµQ
TXHSURYRFDHQPXFKRVFDVRVTXHDSDUH]FDQGHSµVLWRVFRQEDMD UHVROXFLµQFURQROµJLFD
y espacial. La contemporaneidad asociada a estos depósitos se puede referir a un 
margen temporal de varios cientos de años, presentando reutilizaciones, superposiciones, 
GHJUDGDFLµQ /DSUHVHQFLDGH UHVWRVYLVLEOHVHQVXSHUᚏFLHSRGU¯D OOHYDUD OD UHSOLFDFLµQ
GH FRPSRUWDPLHQWRV VLPLODUHV HQ ORV TXH VH PDQWHQJD OD ]RQLᚏFDFLµQ SDUD PDQWHQHU
tradiciones sociales. Los restos pre-existentes también podrían tener el efecto contrario: 
ODSUHVHQFLDGHREMHWRVSRGU¯DOOHYDUDHYLWDUXQ£UHDFRQFUHWDRHOXVRGHXQVLWLRSRGU¯D
VHUWDQLQWHUPLWHQWHTXHORVUHVWRVGHDFWLYLGDGHVHVW«QGHVGLEXMDGRVRKD\DQSHUGLGRVX
“memoria social” (BAILEY & GALANIDOU(QDQ£OLVLVHWQRJU£ᚏFRVGALANIDOU, 
2000) se ha comprobado que para el uso del espacio habitacional en cuevas la estructura 
tiene una fuerte huella cultural, que varía dependiendo de la percepción y la experiencia de 
cada uno de los grupos. 
Estas interpretaciones que se observan en el registro arqueológico son aplicables al arte 
paleolítico, ya que vemos los mismos comportamientos. Se usan cavidades como espacios 
para llevar a cabo representaciones simbólicas durante todo el Paleolítico superior: algunas 
solo en algunas cronologías, otras durante un amplio margen temporal. Las razones pueden 
ser las mismas que proponen Bailey y Galanidou (2009): los paneles de largas cronologías 
pueden ser una réplica de comportamientos en los que se integren los comportamientos 
previos, es decir, lo nuevo se completa con lo anterior perteneciendo a una única tendencia 
cultural. Los palimpsestos parietales también se podrían interpretar como una superposición 
GHGRVWUDGLFLRQHVFRPSOHPHQWDULDVGRQGHOD¼OWLPDLQWHJUDODDQWHULRUDXQTXHHOVLJQLᚏFDGR
cambie. Por otra parte, nos encontramos también la selección de otros paneles, o cavidades, 
para evitar el solapamiento de dos tradiciones culturales diferentes en las que, quizá, se 
ha perdido la “memoria social” que explicaría la localización de las representaciones en 
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un lugar concreto, o quizá la oposición entre dos tradiciones culturales diferentes. En este 




La interpretación de los datos de este tipo de estudios se debe hacer con el apoyo de 
HVWXGLRVHWQRJU£ᚏFRV de comunidades de cazadores-recolectoras con arte. Sin embargo, 
apenas existen estudios en los que se relacionen las variables físicas y los aspectos sociales 
del arte rupestre. 
Uno de los pocos estudios que encontramos acerca de esta temática son los que ha llevado 
a cabo Loubser (2013) en grupos de cazadores-recolectores y agricultores. Dos tipos de 
SHUVRQDVORVFKDPDQHV\ORVQRFKDPDQHVHMHFXWDEDQODVUHSUHVHQWDFLRQHVUXSHVWUHVHQ
diferentes localizaciones, con técnicas y con funciones diferentes. Por ello, opina que, a 
WUDY«VGHODORFDOL]DFLµQODHMHFXFLµQ\RWUDVYDULDEOHVVHSXHGHGHWHUPLQDUTXL«QHMHFXWµ
las representaciones y qué rol social cumplían. Analizando el arte rupestre de los San y 
Sandawe del África sub-ecuatorial, llega a la conclusión que para estos grupos el trance 
OR OOHYDED D FDER XQ FKDP£Q VHPLHVSHFLDOLVWD TXH LQVSLUDED OD HMHFXFLµQ GHO DUWH OD
adquisición, preparación y transporte del pigmento tenía un carácter ritual y lo hacían entre 
YDULRV LQGLYLGXRV \ ORV FKDPDQHV SLQWDEDQ ODV ᚏJXUDV FHUFD R HQ ODVPLVPDV £UHDV GH
habitación, en lugares con alta visibilidad, con mucho cuidado y con habilidad. Finalmente, la 
JHQWHGHOJUXSRLQWHUDFWXDEDFRQODVUHSUHVHQWDFLRQHVWUDVODHMHFXFLµQLOUBSER, 2013). 
Los estudios de Lewis-Williams (2005) de los San también apuntan a estas mismas 
conclusiones diferenciando cuatro fases: 1) la adquisición de las imágenes, llevada a 
cabo por los chamanes en diferentes contextos, público o privado, y utilizando diferentes 
W«FQLFDVHQWUHODVTXHVHLQFOX\HQODYLVLµQGHODUWHHMHFXWDGRSUHYLDPHQWHODREWHQFLµQ





para los San era importante tocar las pinturas porque de esa manera se transmitía su poder 
a la persona, aunque no estaba abierto a todo el mundo, implicando diferencias de acceso 
al arte y en consecuencia una compartimentación social. Al pasar el tiempo algunos de los 
abrigos adquirían “imágenes espirituales”, unas encima de otras. Estos probablemente eran 
considerados como lugares de poder excepcional, tanto grupal como individual. Cuando 
las imágenes eran vistas por los integrantes del grupo habrían reforzado las diferencias 
sociales, mientras que el uso entre diferentes grupos las imágenes habría constituido un rol 
XQLᚏFDGRULEWIS-WILLIAMS, 1995).
Otros grupos de cazadores-recolectores de la meseta de Columbia (en el sur de Oregón 
y el norte de California) tenían tradiciones diferentes: los trances de iniciados, asistidos 
por chamanes, y el de los propios chamanes constituían la base de la mayoría de las 
UHSUHVHQWDFLRQHV DUW¯VWLFDV OD JHQWH UHFRJ¯D ORV SLJPHQWRV GH ODV SUR[LPLGDGHV \ QR VH
XWLOL]DEDPXFKRWLHPSRHQVXSUHSDUDFLµQODVUHSUHVHQWDFLRQHVVHORFDOL]DEDQOHMRVGHODV
]RQDVGHKDELWDFLµQSUHIHUHQWHPHQWHHQ]RQDVRVFXUDV\VHHMHFXWDEDQHQSRFRWLHPSR\
WUDVVXHMHFXFLµQDSHQDVKDE¯DLQWHUDFFLµQFRQODVUHSUHVHQWDFLRQHVLOUBSER, 2013). Los 
estudios de D. Whitley (2000) acerca de los cazadores-recolectores americanos apuntan 





misteriosas (WHITLEY, D. 200 p.183), aunque tenían una consideración importante en la 
VRFLHGDGSRUORTXHODVSLQWXUDVFRQWLQXDEDQWHQLHQGRXQDIXQFLµQVRFLDOWUDVODHMHFXFLµQ
Aunque estos estudios sean poco numerosos a día de hoy, las conclusiones que sacan los 
investigadores nos indican que sí que existen variaciones sociales y culturales a la hora de 
elegir el emplazamiento de las representaciones prehistóricas. Sus características concretas 
(la técnica utilizada, el nivel de elaboración, la localización, la visibilidad, etc.) nos permiten 
conocer quienes podían ser las personas que lo llevaron a cabo, el potencial grado de uso 
social y alguna de las razones por las que lo hicieron. 
La percepción del arte
La percepción visualHVDOJRGHWHUPLQDGRSRUODᚏVLRORJ¯DSHURWDPEL«QOLJDGRHVWUHFKDPHQWH
a la psicología, la neurociencia, la cognitiva, etc. La percepción no es pasiva, a pesar de lo 
TXHODGHVFULSFLµQᚏVLROµJLFDQRVSXHGDLQGLFDUVLQRTXHHVDOJRDFWLYR9HULPSOLFDKDFHU
XQDVHOHFFLµQGHORGLVSRQLEOHDQXHVWURDOFDQFH\DSUHQGHUDSHUFLELU3RUHMHPSORDOJXQDV
SREODFLRQHV HQ ODV TXH VH KD LQWURGXFLGR HO XVR GH OD F£PDUD IRWRJU£ᚏFD ORV LQGLYLGXRV
WHQ¯DQSUREOHPDVDODKRUDGHLGHQWLᚏFDUODVᚏJXUDVKXPDQDVPLHQWUDVTXHSDUDQRVRWURV
es algo fácil puesto que siempre hemos sabido reconocer las formas. En nuestra sociedad 
la percepción se inicia con los rasgos estructurales globales, aunque el reconocimiento 
de rasgos estructurales preeminentes también supone una parte muy importante en la 
percepción. La visión permite obtener datos visuales sobre los que se crea un esquema de 
formas generales, que son aplicables al momento y a otros casos que presentan similitudes. 
La percepción es a nivel sensorial lo que en el ámbito del pensamiento es la comprensión 
(ARNHEIM, 1979). 
6H KD GHPRVWUDGR \ HVW£ DFHSWDGR TXH HV DOJR PX\ LQᚐXHQFLDGR SRU OD FXOWXUD /DV
investigaciones en este ámbito han probado que los asiáticos ven el mundo de forma 




socialización: probablemente el contexto ambiental también tenga que ver en la diferencia, 
DXQTXHVXLQᚐXHQFLDQRHVWDQFODUDMASUDA & NISBETT, 2006). En un análisis llevado 
a cabo en quince sociedades se determinó que algunas de ellas son más susceptibles de 
GHWHFWDULOXVLRQHVJHRP«WULFDVRµSWLFDVHVWDVGLIHUHQFLDVHVW£QGHᚏQLGDVSRUODH[SHULHQFLD
por lo que se concluyó que, hasta cierto punto, aprendemos a percibir, a pesar de que 
para la mayor parte de la humanidad el proceso básico de percibir es el mismo (SEGALL, 
CAMPBELL, & HERSKOVIT, 1966). Estas variaciones en la percepción en las sociedades 
actuales nos llevan a pensar que probablemente nuestra concepción de percibir no era la 
misma que la de los prehistóricos. En consecuencia, debemos pensar que el análisis que 
HVWDPRVOOHYDQGRDFDERHVVXEMHWLYRGHVGHHOSXQWRGHYLVWDTXHDQDOL]DPRVXQDVRFLHGDG
que desconocemos en gran parte. Por ello, la estudiamos utilizando unas herramientas que 
VRQSURSLDVGHQXHVWUDVRFLHGDGDFWXDOSXGLHQGRJHQHUDUXQVXEMHWLYLVPROLJDGRVLHPSUHDO
estudio de todas las ramas de la ciencia vinculadas al hombre y su comportamiento. 
0RGL¿FDFLRQHVWHPSRUDOHVGHOHVSDFLR
Otro de los problemas a los que nos enfrentamos al estudiar los espacios de las cavidades 
es el de los cambios geológicos, TXHSXHGHQKDEHUPRGLᚏFDGRODV£UHDVTXHHVWXGLDPRV
Se trata de un problema que se podría subsanar en la mayor parte de cavidades llevando 
a cabo un análisis geomorfológico que permita determinar si ha habido algún cambio o si 
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por el contrario apenas han existido. Los paleokarst son susceptibles de cambiar muy poco 
a lo largo de millones de años : “the dry upper passages of a cave tend to hide their great 
antiquity, because they may not look at all old. In such caves, delicate features can remain 
essentially unchanged for millions of years” (PALMER, 2007, p. 352).
Las variaciones que nos podemos encontrar son, no obstante, mínimas, como pequeñas 
diferencias en la sedimentación, con la excepción de las partes exteriores de la cavidad 
en las que es más probable que se haya formado un paquete sedimentario importante. 
Cambios geológicos mayores probablemente habrían alterado las condiciones de la cavidad, 




A pesar de que los cambios ocurridos en las cuevas con arte prehistórico probablemente 
se hayan limitado a las partes externas, los vestíbulos de las cavidades, para minimizar los 
posibles problemas que cambios de este tipo puedan generar en nuestro estudio analizamos, 
dentro de nuestras posibilidades, los posibles cambios en el interior de las cavidades. Un 
pequeño análisis geomorfológico básico nos puede ayudar a conocer la cueva y sacar las 
FRQFOXVLRQHVQHFHVDULDVSDUDGHWHUPLQDUVLORVHVSDFLRVKDQFDPELDGRVLJQLᚏFDWLYDPHQWH
/DSUHVHQFLDGHPDWHULDOHVDUTXHROµJLFRVHQVXSHUᚏFLHHQODVSURIXQGLGDGHVGHODVFXHYDV
es bastante frecuente, y la ausencia de sedimentación sobre los artefactos indica que los 
cambios ocurridos desde el Paleolítico superior hasta la actualidad han sido mínimos. La 
ausencia de sedimentación sobre la roca madre en determinadas áreas o en cavidades 
completas y la ausencia de testigos erosivos también es indicativa de la ausencia de 
cambios en la altura de los suelos. En las cuevas en las que la sedimentación está presente 
podemos observar, si existen, las neoformaciones de calcita, y si éstas se han formado 
sobre el sedimento podemos inferir que los cambios en el mismo han sido mínimos durante 
miles de años. 
Muchas de las cuevas descubiertas a principios del siglo XX fueron excavadas y, más 
importante, adaptadas a visitas turísticas masivas después de que los primeros estudios y 
ODGRFXPHQWDFLµQGHORVFRQMXQWRVVHFRPSOHWDVH(VWDVDFFLRQHVFDPELDURQODIRUPDGHO
espacio interno de las cuevas. En el caso de las que fueron excavadas con frecuencia solo 
ODHQWUDGD IXHPRGLᚏFDGD\JUDFLDVD ODGRFXPHQWDFLµQDUTXHROµJLFDHV I£FLO UHFRQVWUXLU
las características del espacio durante los diferentes periodos. En algunos casos incluso 
KDSHUPLWLGRD ORV LQYHVWLJDGRUHVGHVFXEULUQXHYDVᚏJXUDVGDW£QGRODV LQGLUHFWDPHQWHHQ




a las investigaciones pasadas. 
Dado que esta problemática afecta importantes cuevas del área de estudio hemos llevado 
a cabo una reconstrucción espacial de las condiciones de las cavidades con los diferentes 
PHGLRVGLVSRQLEOHVFRPRSRUHMHPSORODGRFXPHQWDFLµQDUTXHROµJLFDGLVSRQLEOHRHODQ£OLVLV
en detalle de los cambios que se llevaron a cabo. La documentación arqueológica disponible 
VRQODVGHVFULSFLRQHVODVWRSRJUDI¯DVODVIRWRJUDI¯DV\ORVGLEXMRVOOHYDGRVDFDERHQODV
LQYHVWLJDFLRQHVSUHYLDVDODPRGLᚏFDFLµQHVSDFLDO/DVOLPLWDFLRQHVGHHVWHSURFHVRHVW£Q
determinadas por lo rica que es la documentación y la conservación y disponibilidad de 
«VWD&RQHOREMHWLYRGHVHUORP£VH[KDXVWLYRVSRVLEOHKHPRVOOHYDGRDFDERHVWRVDQ£OLVLV
GHWDOODGDPHQWHHQFDGDXQDGH ODVFDYLGDGHVTXHVH OOHYDURQDFDER ODVPRGLᚏFDFLRQHV
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administrativos que no se corresponden con los paleolíticos (ARRIZABALAGA, 2007). El 
PDUFRJHRJU£ᚏFRHOHJLGRSDUD OOHYDU D FDERHVWH WUDEDMRHV OD&RUQLVD&DQW£EULFDVWD
región se desarrolla, entre el mar Cantábrico, al Norte, y la cordillera Cantábrica, al Sur. Con 
frecuencia los límites Norte-Sur se establecen tomando como referencia la divisoria de aguas, 
considerándose cantábricas todas las zonas en las que discurren ríos que desembocan en 
el mar Cantábrico, mientras que aquellos cuyas cuencas pertenecen a ríos que desembocan 
en el Atlántico o Mediterráneo no se consideran parte de la Cornisa Cantábrica (Fig. 4.1). 
Estos límites, sin embargo, han sido criticados (y defendidos) por diferentes investigadores 
como fronteras reales durante el Paleolítico, sobre todo para el caso de Cantabria Oriental y 
País Vasco donde existen evidencias que apoyan intercambios entre el valle del Ebro y las 
cuencas cantábricas (ARRIZABALAGATARRIÑO, 2006). 
Los límites oriental y occidental son más difíciles de determinar puesto que no están tan 
ELHQGHᚏQLGRVJHRJU£ᚏFDPHQWH(OO¯PLWH(VWHHVW£PDUFDGRSRUOD]RQDᚏQDOGHORV3LULQHRV
occidentales aunque, en muchas ocasiones, la Cordillera Cantábrica se considera la 
SURORQJDFLµQQDWXUDOGH ORV3LULQHRV(O2HVWHHVW£GHOLPLWDGRSRUHOᚏQDOGH OD&RUGLOOHUD
Cantábrica, en el área de los Picos de Europa. Administrativamente podemos considerar 
que la Cornisa Cantábrica abarca las actuales provincias de Gipuzkoa, Bizkaia, Cantabria y 
la parte central-oriental de Asturias. Se trata de un área alargada de unos 480 km en sentido 
E-W por unos 40-50 km de anchura entre la costa cantábrica y las cadenas montañosas de 
la cordillera (24.000km2). 
Geológicamente podemos distinguir dos partes en la Cornisa Cantábrica: el Macizo 
Figura 4.1. Mapa de la Cornisa Cantábrica con la indicación de la divisoria de aguas.
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Asturiano, también denominado sector occidental, y los Montes Vasco-cantábricos, o 
sector centro-oriental (FRANCO-ALIAGA, 1996). El Macizo Asturiano tiene dos zonas: la 
más occidental en la que aparecen materiales de la orogenia herciniana y otra área en la 
que abundan materiales carboníferos y terciarios en la zona más oriental. El Macizo tiene 




fosa prelitoral (c), paralela a la costa compuesta por materiales blandos en los que se han 
GHVDUUROODGRODVFXHQFDVGHORVU¯RV1RUD3LOR³D*¾H³D\&DUHV\ORV3LFRVGH(XURSD
(d), zona de alta montaña, con altitudes de hasta 2600 m (Torre Cerredo, Llambrión, Peña 
9LHMDR3LFR8UULHOOXFRANCO-ALIAGA, 1996). Se trata de  una zona que se caracteriza por 
GLIHUHQFLDVPX\VLJQLᚏFDWLYDVHQFXDQWRDDFFLGHQWHVRURJU£ᚏFRVHQWUHODPLWDGRULHQWDOHQ
la que las montañas son elevadas, de apariencia alpina y se disponen en paralelo a la costa, 
y la occidental, en la que las líneas predominantes son N-S, perpendiculares a la costa a 
excepción de las rasas litorales, y con una altura media en torno a los 1300 m (MUÑOZ-
JIMENEZ & SANZ-HERRÁIZ, 1995). La litología de esta área se caracteriza por la presencia 
GHURTXHGRVVLO¯FHRV\PDWHULDOHVPHWDPµUᚏFRVದSL]DUUDVDUHQLVFDV\FXDUFLWDVದ
Los Montes Vasco-cantábricos se localizan entre el Macizo Asturiano y los Pirineos. 
5HSUHVHQWDQ XQ FRQMXQWR P£V EDMR HQ FXDQWR D OD DOWLWXG DXQTXH FRQWLQ¼D DFWXDQGR
como barrera climática hacia el interior de la Meseta. Los materiales de esta zona son 
fundamentalmente de principios del Cretácico y del Eoceno, calizas y arcillas al oeste y 
areniscas, calizas y margas en la zona oriental. En esta zona se pueden distinguir dos áreas: 
el sector cántabro y el vasco. El sector cántabro se extiende desde el valle del Pas hasta 
Castro Urdiales y Balmaseda y desciende por el sur hasta Villarcayo. La zona más occidental 
de Cantabria, entre el valle del Pas y el Deba está compuesta por materiales Paleozoicos. 
(QHVWD£UHDVHSXHGHQLGHQWLᚏFDUGRVVXEVHFWRUHVOD]RQDOLWRUDOSRUGHEDMRGHORV
m de altitud con una costa con abundantes desembocaduras de ríos (Nansa, Escudo, Pas, 
Miera, Asón) y la zona de montaña en la que destacan abundantes fenómenos kársticos. El 
sector Vasco se localiza entre Balmaseda y Castro Urdiales y el Golfo de Vizcaya. En este 
sector se puede observar una gran depresión litoral compuesta por una cadena de pequeñas 
FXHQFDVᚐXYLDOHV1HUYLµQ,EDL]DEDO'HED\8UROD(OOLWRUDOHVDFDQWLODGRUHVXOWDGRGHOD
RURJHQLDWHUFLDULDDOVXUGHO OLWRUDOVHGHVDUUROODXQDEDUUHUDPRQWD³RVDRULHQWDGDGH12
a SE (Sierra Salvada, Macizo de Gorbea y Macizo de Aitzgorri) que se torna de SO-NO al 
aproximarse al macizo paleozoico alpino (Sierra de Aralar) (FRANCO-ALIAGA, 1996). La 
apariencia de la zona de los Montes Vasco-cantábricos se debe a la orogenia alpina en las 
eras secundaria y terciaria. Las litologías dominantes son las areniscas y conglomerados, 
DEXQGDQWHVFDOL]DVGH«SRFDFUHW£FLFD\SUHVHQWDFLRQHVGHWLSR)O\VFK(VWD]RQDVHGHᚏQH
como un sistema montañoso de mediana altitud, inferior a 1750m, formado por materiales 
HVWUDWLᚏFDGRV\SOHJDGRVHQXQPRPHQWRUHODWLYDPHQWHUHFLHQWHGHODKLVWRULDJHROµJLFD$¼Q
DV¯VXRURJUDI¯DHVFRPSOHMDSHURDUWLFXODGDDWUDY«VGHYDULDVIUDQMDVGHUHOLHYHPRQWD³RVR
en las que se suceden valles estrechos y profundos separados por cordales perpendiculares 
a la costa, las montañas más altas que constituyen la divisoria de aguas (MUÑOZ-JIMENEZ 
& SANZ-HERRÁIZ, 1995). 
+LGURJU£ᚏFDPHQWH VH WUDWD GH XQ £UHD TXH VH FDUDFWHUL]D SRU WHQHU U¯RV FRUWRV SHUR
caudalosos como consecuencia de la regularidad y abundancia de las precipitaciones. El 
fuerte desnivel, cerca de 2000 m, y un corto recorrido hasta la costa (unos 100 km) con 
rumbo S-N –perpendicular a las cadenas montañosas– hace que los ríos se caractericen por 
una gran torrencialidad y una fuerte capacidad erosiva causada por el caudal y la pendiente 




áreas, fundamentalmente en la zona de los Picos de Europa, así como en zonas de hasta 
los 600m de altitud en el área de los ríos Asón y Miera. 
El ámbito del arte parietal paleolítico: el karst
/DVFDOL]DVRFXSDQDSUR[LPDGDPHQWHHQWUHXQ\XQGHODVXSHUᚏFLHGHOD7LHUUD
Las características de este tipo de rocas, como su permeabilidad y su solubilidad, propician 
la generación de cavidades que aparecen prácticamente en todas las zonas en las que la 
composición principal es caliza. Las áreas de distribución de calizas se denominan kársticas 
(Fig. 4.2). Este término se toma de Kras (Eslovenia), el lugar en el que se desarrollaron 
las primeras investigaciones acerca del karst durante el siglo XIX. En las áreas en las que 
aparecen calizas se desarrollan una serie de formas reconocibles y muy características de 
HVWHWLSRGHSDLVDMH ODVOOXYLDV\ODVDJXDVVXEWHUU£QHDVFRQWLHQHQDOWRVQLYHOHVGH£FLGR
carbónico y cuando toman contacto con la roca, el ácido disuelve la caliza y el agua la lleva 
GLVXHOWDDOᚏOWUDUVHDWUDY«VGHODURFD/RVSDLVDMHVN£UVWLFRVSUHVHQWDQVH³DOHVHYLGHQWHV
de esta acción erosiva del agua en sus formas geológicas más características, como los 
lapiaces, las dolinas, las gargantas... (Fig. 4.3). Estos se desarrollan a lo largo de cientos de 
PLOHVGHD³RVFRQIRUPHVHYDGLVROYLHQGR\HURVLRQDQGRSURJUHVLYDPHQWHODFDOL]DGHMDQGR
DOGHVFXELHUWRODVFDSDVP£VUHVLVWHQWHV3RGHPRVVLPSOLᚏFDUDOP£[LPRODDSDULHQFLDGHO
SDLVDMH N£UVWLFR HQ FXDWUR IDVHV OD IRUPDFLµQ GH VXPLGHURV OD DPSOLDFLµQ GH HVWRV TXH
acaban colapsándose, convirtiéndose en grandes dolinas que llevan a la generación de 
SLFRVFµQLFRV\YDOOHV\ᚏQDOPHQWHODVOODQXUDVHQODVTXHTXHGDQDOJXQRVFHUURVDLVODGRV
VWDVVRQODVIRUPDFLRQHVVXSHUᚏFLDOHVTXHDSDUHFHQHQWHUULWRULRVFDOL]RVEDMRODVXSHUᚏFLH
la acción del agua genera las cuevas o cavidades. 






puede entrar una persona. Para otros autores, una cavidad es cualquier abertura generada 
en el sistema kárstico por disolución. Las diferentes composiciones de suelo, la presencia 
GHJULHWDVᚏVXUDVRODVFDUDFWHU¯VWLFDVGHODJXDTXHORGLVXHOYHVRQODVTXHGHWHUPLQDQOD
forma, el desarrollo y la estructura de la cavidad.
Las cavidades se forman fundamentalmente por el efecto que dos procesos geológicos, la 
HURVLµQ\ODFRUURVLµQRGLVROXFLµQWLHQHQVREUHODFDOL]DTXHSUHVHQWDSODQRVGHHVWUDWLᚏFDFLµQ
diaclasas y fallas que constituyen el punto de partida de la formación de las cavidades. La 
erosión es el fenómeno mecánico que produce el ensanchamiento a través de la fuerza de 
las aguas y aquello que transportan (sedimentos, rocas). Se pueden distinguir tres fases en 
la formación del cavernamiento si solamente tenemos en cuenta la erosión. En primer lugar 
HODJXDFLUFXODFRQIXHU]DSRUODVᚏVXUDVGHODURFDSULPHURHQXQU«JLPHQODPLQDU\VHJ¼Q
VHYDQDJUDQGDQGRORVFRQGXFWRVHQXQU«JLPHQP£VWXUEXOHQWRᚏQDOPHQWHVHOOHJDU£D
una mayor aceleración a medida que se va ampliando el conducto como consecuencia del 
WUDEDMRPHF£QLFR&RPELQDGDFRQHVWDDFFLµQHVW£ODFRUURVLµQXQIHQµPHQRTX¯PLFRTXH
depende de la composición del agua y que provoca la lenta disolución del carbonato cálcico 
(CaCO3TXHFRPSRQHIXQGDPHQWDOPHQWH ODFDOL]D(VXQIHQµPHQRGLI¯FLOGHFXDQWLᚏFDU
puesto que depende de otros muchos factores, como la altitud, el clima, la cantidad de agua, 
la vegetación, la composición de la caliza, etc. (GÈZE, 1965).  
La formación de las cuevas depende de muchos factores y en ocasiones es difícil determinar 
cuáles fueron exactamente. Originalmente se pensaba que las cavidades se formaban en 
la zona freática y con posterioridad eran invadidas y agrandadas por aguas vadosas, en las 
que se da la acción combinada de erosión y corrosión. Sin embargo, no siempre se han dado 
HVWDVFRQGLFLRQHVSXGLHQGRVHUWDPEL«QVLJQLᚏFDWLYDHODJXDSURFHGHQWHGHODVXSHUᚏFLH
Palmer (2007) concluye que la morfología de una cavidad depende fundamentalmente 
Figura 4.3  Formaciones geológicas típicas de un paisaje kárstico: 1. Tepuys (karst en cuarcitas), 2.Torres, mogotes, 
3. Lapiaz, 4.Dolina de disolución, 5. Uvala, 6. Polje, 7. Ponor, 8, Dolinas de hundimiento, 9. Puente, 10. Diaclasa, 11. 
6XPLGHUR6LPD&KLPHQHD&DVFDGD -XQWDGH(VWUDWL¿FDFLyQ0HDQGUR6LIyQ&RQRGH
derrubios, 19. Gours, 20. Galería fósil, 21. Lago, 22. Columna, 23. Surgencia, 24. Valle colgado, 25. Trop plein, 26. 








Palmer (2007) distingue, basándose en la investigación de más de 500 cavidades en caliza, 
seis tipos de cuevas (Fig. 4.4): 
- Galería simple, cavidades formadas por una única galería sin mayor desarrollo. 
5DPLᚏFDGDVFRQVLVWHQHQSDVDMHVTXHVHXQHQFRPRVLVHWUDWDVHQGHDᚐXHQWHVDXQU¯R
Son el tipo más común y constituyen entre el 57 y el 65% de las cavidades. Estas cavidades 
VHIRUPDQDSDUWLUGHXQSDVDMHSULQFLSDODOTXHFRQYHUJHQFRQGXFWRVTXHOOHYDQDJXDSRU
ello, en general son cavidades anchas en su galería principal, de la que salen otras galerías 




 (Q UHG FDYLGDGHV FRQVWLWXLGDV SRU SDVDMHV DQJXODUHV TXH VH KDQ IRUPDGR SRU HO
HQVDQFKDPLHQWRGHODVᚏVXUDVGHODFDOL]D6RQHOGHODVFDYLGDGHV\VHFDUDFWHUL]DQ
por presentar galerías rectas, relativamente estrechas pero de gran altura y con bucles 
cerrados entre ellas. 
- Anastomótica, tubos curvilíneos que se intersectan entre sí con un patrón trenzado y 
abundantes bucles cerrados. Son cavidades con un marcado carácter laberíntico. Este tipo 
de cueva apenas alcanza el 3%, sin embargo, aparecen embebidas en áreas de las de tipo 
UDPLᚏFDGDV
- Espongiforme, cavidades de disolución interconectadas de tamaño variado pero sin una 
forma determinada. Apenas constituyen el 5% del total de cavidades.
- Ramiforme, tipo de cavidad sin forma determinada, con salas irregulares y ramales que 
VH H[WLHQGHQ IXHUD GH ODV JDOHU¯DV SULQFLSDOHV GH OD FDYLGDG 6RQ FRPXQHV ORV SDVDMHV
interconectados pero no tienen por qué ser convergentes hacia la galería principal.
En general, esta tipología no es cerrada y varios tipos pueden aparecer en una misma 
cavidad. 
Otro proceso que se desarolla a través del tiempo en la cavidad es el relleno, que se puede 
acumular a partir de diferentes procesos geológicos de carácter alóctono –generados por 
procesos externos a la cavidad– o autóctono –aquellos procesos que tienen lugar en el 
interior de la cavidad (Fig.4.5).
Los procesos alóctonos de depósito son variados: las corrientes de agua que pasan por la 
cavidad pueden arrastrar diferentes tipos de sedimento e incluso rocas de diferente tamaño, 
dependiendo de la fuerza del agua, que pueden depositarse en zonas de menor caudal. 
Del mismo modo, una fuerte corriente de agua puede arrastrar depósitos sedimentarios de 
PD\RUDQWLJ¾HGDGSURYRFDQGRHOYDFLDGRGHOUHOOHQRGHMDQGRHQDOJXQRVFDVRV¼QLFDPHQWH
ORVGHSµVLWRVTXHVHKDQFDOFLᚏFDGR\KDQTXHGDGRHQGXUHFLGRVHQODVSDUHGHVORVWHFKRV
o los suelos de la cavidad. Asimismo, el relleno sedimentario de una cavidad puede ser 
HO UHVXOWDGR GHO DUUDVWUH GH IRUPDFLRQHV VXSHUᚏFLDOHV UHVLGXDOHV FRPR ODV DUFLOODV GH
GHVFDOFLᚏFDFLµQGHFDOL]DVVXSHUᚏFLDOHVUHVWRVDQLPDOHVRYHJHWDOHV
Además, existe el relleno que se produce en el interior de la cavidad sin que intervengan 
LQᚐXHQFLDVH[WHULRUHVFRPRVRQHOKXQGLPLHQWRGHWHFKRVODDUFLOODGHGHVFDOFLᚏFDFLµQGHO
suelo y las paredes de la cavidad, y las formaciones calcíticas de diferentes tipos. Los tipos 
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más comunes son: las estalactitas –formadas 
en el techo de la cueva– y estalagmitas –
que se forman en el suelo por el goteo que 
SURGXFH OD HVWDODFWLWDದ VL VH XQHQ IRUPDQ
XQDFROXPQDODVEDQGHUDVVHIRUPDQGHOD
PLVPDPDQHUDSHURVRQP£VᚏQDVDYHFHV
incluso transparentes, y onduladas. Sobre 
las paredes aparecen coladas, que pueden 
ser de diferente espesor, y sobre los suelos 
planchas estalagmíticas. Estos son solo los 
WLSRVP£VIUHFXHQWHVRWURVVRQORVJRXUVORV
SLVROLWRVRSHUODVGHFDYHUQDODVಯFROLᚐRUHVರ
discos, excéntricas, etc. 
En la mayor parte de los casos los rellenos 
de una cavidad son mixtos, procedentes 
tanto de causas autóctonas como alóctonas. 
El estudio de estos procesos es fundamental 
para conocer la historia de la cavidad pues 
puede aportar información interesante en la 
investigación de las cuevas con arte paleolítico (GÈZEPALMER, 2007). 
&RQ HO WLHPSR HO DJXD GHMD GH FRUUHU SRU ODV FDYLGDGHV \ FRPLHQ]DQ SURFHVRV GH
UHFUHFLPLHQWRTX¯PLFRODV£UHDVVHFDVSXHGHQPDQWHQHUVHGXUDQWHPXFKRWLHPSRHQODV
mismas condiciones con muy pocos cambios (PALMER, 2007). 
La zona de la Cornisa Cantábrica y los Pirineos Occidentales contienen grandes áreas de 
karst que apenas han sido estudiadas desde el punto de vista de su génesis y desarrollo 
con la excepción de la tesis doctoral (inédita) de M. Hoyos (1979). En el Macizo Asturiano 
y los Montes Vasco-cantábricos hay abundantes rocas carbonatadas del Carbonífero muy 
NDUVWLᚏFDGDV (Q HO0DFL]R $VWXULDQR GHVWDFDQ ODV FDOL]DV FX\D NDUVWLᚏFDFLµQ WXYR OXJDU
durante el Neógeno y el Cuaternario y cuya sedimentación, tanto química como detrítica, 
tuvo lugar durante el Pleistoceno. Abundantes cavidades en toda la Cornisa Cantábrica 
FRQWLHQHQUHVWRVSDOHRQWROµJLFRV\DUTXHROµJLFRVGHOᚏQDOGHO3OHLVWRFHQRPHGLR\VXSHULRU
/RVDᚐRUDPLHQWRVFDOL]RVGHO&DUERQ¯IHURLQIHULRUGDQOXJDUDPDFL]RVN£UVWLFRVVXUFDGRV
SRUODSLDFHVGROLQDV\DOJXQRVSROMHVTERÁN, SOLÉ, & VILÁ-VALENTÍ, 1986) que marcan 
HOSDLVDMHGH ODPD\RUSDUWHGH OD&RUQLVD&DQW£EULFD/RV0RQWHV9DVFRFDQW£EULFRVVH
caracterizan por la abundancia de materiales carbonatados del Paleozoico y Mesozoico 
NDUVWLᚏFDGRVWDPEL«QGXUDQWHHO1HµJHQR\HO&XDWHUQDULRHQORVTXHDSDUHFHQDFXPXODGRV
abundantes materiales paleontológicos y arqueológicos.  
/DUHJLyQFDQWiEULFDHQHO3DOHROtWLFRVXSHULRU
2.1. Contexto paleoambiental general
Climáticamente, el Pleistoceno superior (128,000-11,784 BP), periodo en el que se enmarca 
HVWH WUDEDMR VH FDUDFWHUL]DSRU ODDOWHUQDQFLDGH IDVHV IU¯DV \ VHFDV FRQRWUDV F£OLGDV \
húmedas, que abarca entre los estadios isotópicos (OIS) 5 y 2. Estas fases glaciares e 
interglaciares se deben a diversos fenómenos atmosféricos y terrestres que han quedado 
UHᚐHMDGRVHQHOUHJLVWURJHROµJLFR/DVLVWHPDWL]DFLµQGHOFOLPDGHO3OHLVWRFHQRVXSHULRUHQ
la actualidad, se lleva a cabo a través de varias ciencias como la palinología, la paleontología 
–en la que la micropaleontología es especialmente relevante– y  diferentes ramas de la 
geología. 
Figura 4.5 Esquema de las diferentes fases reconocibles 
en una cavidad: C1, C2, C3 Fases de erosión/disolución; 
A1, A2, A3 Fases de relleno detrítico; Cr1, Cr2 Fases de 
relleno químico (GÈZE, 1965)
Blanca Ochoa Fraile
104
Durante el Pleistoceno superior se suceden las diferentes fases del Paleolítico superior 
TXHHVW£QIXHUWHPHQWHLQᚐXHQFLDGDVSRUHOFOLPDUHLQDQWH/DSULPHUDIDVHGHO3OHLVWRFHQR
superior, el OIS 5e, es cálida, y se produce un ascenso en el nivel del mar, durante este 
periodo se desarrollan las primeras fases del Musteriense. A continuación comienza una 
fase muy fría y seca, que se extiende entre hace 114 y 75 ky y en la que se han diferenciado 
dos subperiodos interestadiales cálidos (5c y 5a) que se alternan con dos estadiales fríos 
(5d y 5b). El OIS 4 (75-56 ky), también conocido como Pleniglaciar, es una fase en la que 
HO IU¯RVH LQWHQVLᚏFDVHGLVWLQJXHSRU ODPD\RUH[WHQVLµQGH ORVFDVTXHWHVSRODUHVKDVWD
territorios montañosos del SW Europeo y por la extensión de la plataforma costera que 
GHVSHMDXQWHUULWRULRGHHQWUH\NPTXHSHUPLWHODSHQHWUDFLµQGHJUXSRVGHDQLPDOHV
migrando a latitudes más cálidas. Durante estos dos últimos periodos se desarrollan las 
IDVHVGHO0XVWHULHQVHFO£VLFR(O2,6 N\ UHSUHVHQWDXQD OLJHUDPHMRUDFOLP£WLFD
en la que ascienden las temperaturas y desciende el volumen de hielo. Durante esta etapa 
ᚏQDOL]DHO0XVWHULHQVHFRQ ODH[WLQFLµQGHOHomo neandertalensis, se extiende el hombre 
anatómicamente moderno que desarrolla sucesivamente tres culturas, Chatelperroniense, 
$XUL³DFLHQVH \*UDYHWLHQVH(O2,6  N\ UHSUHVHQWD OD SDUWH ᚏQDO GHO FLFOR
glaciar, se trata de un estadial dominado por condiciones de frío intenso con un nuevo 
avance de las masas de hielo que alcanza el máximo en torno a hace 20-18ky. Tras el 
máximo glaciar da comienzo el Tardiglaciar, durante el que se van produciendo oscilaciones 
F£OLGDVTXHVHDSUR[LPDQHQWUHV¯\TXHPDUFDQHOᚏQDOGHO3DOHRO¯WLFRVXSHULRU'XUDQWHHO
OIS 2 se suceden el Solutrense y el Magdaleniense (ARRIBAS, 2004). 
'XUDQWHODVIDVHVP£VIU¯DVHQOD&RUQLVD&DQW£EULFDODIUDQMDOLWRUDOVHDPSOLDHQWUH\NP
como consecuencia del descenso marino. En el caso de la cantábrica apenas se gana costa 
frente a otras áreas, pues prácticamente no hay plataforma continental. Esta área tendría 
unas condiciones muy favorables y probablemente albergase poblamiento durante todo el 
3OHLVWRFHQRVXSHULRUDGHP£VVHUYLU¯DFRPRFRUUHGRUWDQWRSDUDVHUHVKXPDQRVFRPRSDUD
otros seres vivos. El clima en general sería considerablemente más frío y seco que el actual. 
El clima sería de tipo más continental debido a las corrientes de aire frío que circulaban por 
WRGD(XURSDODVKHODGDVVHGDU¯DQGXUDQWHWRGRHOD³RLQFOXVRDQLYHOGHOPDU(QOD&RUQLVD
&DQW£EULFDGHELGRDVXVFDUDFWHU¯VWLFDVJHRJU£ᚏFDVVHU¯DPHQRVULJXURVRTXHHQHOUHVWR
de la fachada atlántica. Los valles interiores estarían más resguardados de las corrientes 
frías procedentes del mar en ellos se desarrolla más vegetación por las condiciones 
FOLP£WLFDVIDYRUDEOHVTXHDWUDHU¯DQDPDQDGDVGHJUDQGHVKHUE¯YRURV\FRQVHFXHQWHPHQWH
a grupos humanos. La alta montaña estaría, en las épocas más frías, ocupada por nieves 
permanentes e incluso glaciares y representaría, en la mayor parte de los casos, un entorno 
desfavorable para el hábitat humano (GARCÍA-CODRON, 2004).  
/DIDXQD\ODᚐRUDVHDGDSWDQDOFOLPDUHLQDQWH(QSHULRGRVIU¯RVHOSDLVDMHGHOD&RUQLVD
Cantábrica era abierto, con formaciones densas de brezal y presencia de gramíneas y 
algunos elementos arbóreos como el Pinus. En cuanto a especies faunísticas destacan 
aquellas especialmente adaptadas como mamut, rinoceronte lanudo, reno, glotón y zorro, 
MXQWR FRQHVSHFLHVHXULWHUPDVFRPRXURV \ FDEDOORV'XUDQWH ODVRVFLODFLRQHV FOLP£WLFDV




especies frías en la Península Ibérica.
2.2. El Paleolítico superior en la región cantábrica
La llegada y expansión del Homo sapiens a Europa occidental marca el inicio del Paleolítico 
superior, hace aproximadamente unos 40.000 años. La Cornisa Cantábrica contiene un 
3DUWH,0DUFRJHRJUi¿FR\FURQROyJLFR
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abundante número de yacimientos durante todo el periodo en los que se suceden, a lo largo 
de unos 30.000 años, cuatro culturas que se han caracterizado tradicionalmente a través de 
ODSUHVHQFLDGHGLIHUHQWHVFRQMXQWRVO¯WLFRV\µVHRV
La Transición del Paleolítico medio al Paleolítico superior en la Cornisa Cantábrica es 
JUDGXDOD¼QDQ LQQRYDFLRQHV\SHUYLYHQFLDV(QHO0XVWHULHQVHᚏQDODSDUHFHQHOHPHQWRV
característicos del Paleolítico superior pero sobre industrias musterienses y además, el 
SHQVDPLHQWRVLPEµOLFRDSDUHFHFHUWLᚏFDGRSRU ODSUHVHQFLDGHDGRUQRSHUVRQDO\REMHWRV
con carácter simbólico en Axlor, Lezetxiki y El Castillo. Durante el Auriñaciense se utilizan 
ocasionalmente, sistemas de talla propios del Paleolítico medio y las estrategias de caza 




En el Auriñaciense (40-39/34.5-33 ky calBP) se diferencian cuatro fases a partir de sus 
FRQMXQWRVO¯WLFRV\µVHRVHO$XUL³DFLHQVHGHWUDQVLFLµQ(O&DVWLOORHO3URWRDXUL³DFLHQVHVH
distingue por la presencia de laminitas Dufour, raspadores carenados y piezas con retoque 
ODWHUDO 0RU¯Q /DEHNR .RED &RYDOHMRV (O &DVWLOOR \ /D 9L³D HO $XUL³DFLHQVH DQWLJXR
FDUDFWHUL]DGRSRUUDVSDGRUHVFDUHQDGRVKRMDVDXUL³DFLHQVHV\D]DJD\DVGHEDVHKHQGLGD
(Morín, Labeko koba, Polvorín y El Conde) y, el Auriñaciense evolucionado, que resulta 
problemático en la Cornisa por la escasez de evidencias líticas, destaca la mayor presencia 
de raspadores que de buriles y la presencia de azagayas de diversos tipos (Antoliñako 
koba, La Viña y El Otero) (CABRERA, ARRIZABALAGA, BERNALDO DE QUIRÓS, & 
MAILLO, 2004), siendo los artefactos característicos de este periodo las láminas retocadas, 
UDVSDGRUHVEXULOHVMXQWRFRQREMHWRVHQKXHVRDVWDRPDUᚏOTXHPDUFDQODVGLIHUHQFLDVFRQ
los periodos anteriores. 
El Gravetiense (34,5-33/25-24 ky calBP) coincide con una fase fría, húmeda en su tramo 
ᚏQDO(Q OD LQGXVWULD O¯WLFD ORVFRQMXQWRVVRQDEXQGDQWHVHQSXQWDV\PLFURSXQWDVGH/D
*UDYHWWHTXHVRQORVIµVLOHVGLUHFWRUHV\VHFRPSOHPHQWDQFRQRWURXWLOODMHTXHYDU¯DHQWUH
una primera fase, buriles de Noailles, y la segunda, puntas de Isturitz y elementos de dorso. 
Los yacimientos que contienen niveles del Gravetiense son Aitzbitarte III, Usategi, Amalda, 
Irikaitz, Lezetxiki, Bolinkoba, Santimamiñe, El Mirón, Salitre, Rascaño, Morín, El Pendo, 
Castillo, Fuente Salín, Llonín, La Riera, Cueto de la Mina y La Viña. Se distribuyen tanto en 
zona de montaña, como en la costa, en cueva, excepto Irikaitz, Ametzagaina, Mugarduia al 
aire libre (ARRIZABALAGA & DE LA PEÑARASILLA & STRAUS, 2004).
Las fases iniciales del Paleolítico superior cantábrico se asimilan bastante a las de zonas 
DG\DFHQWHVDXQTXHDSDUHFHQDOJXQDVGLIHUHQFLDVHQ ORVFRQMXQWRV O¯WLFRV/RVFRQWDFWRV
entre el Cantábrico y el suroeste de Francia son bastante claros por la existencia de los 
mismos efectivos. El uso de cuarcitas como materia prima en Cantabria occidental y Asturias 
oriental, que dan lugar a una industria aparentemente arcaica, es una de las diferencias 
principales. Se mantienen, además, grandes piezas líticas como bifaces, denticulados y 
RWURV WLSRV W¯SLFRVGH OD7UDQVLFLµQ/DGLVWULEXFLµQSREODFLRQDOQRGLᚏHUHVXVWDQFLDOPHQWH
GHODGHO3DOHRO¯WLFRPHGLR\QRVHREVHUYDXQDXPHQWRSREODFLRQDODOPHQRVKDVWDᚏQDOHV
del Gravetiense: grandes áreas estarían despobladas y los sectores poblados parece que lo 
estuvieron durante largas temporadas. La subsistencia se basa en el ciervo, bisonte, caballo 
y cabra, cazados en pequeños grupos o de forma individual a excepción de la cabra, cuya 
FD]DV¯SDUHFHKDEHUHVWDGRSODQLᚏFDGD
El Solutrense (25-24/20-19 ky calBP) comienza en una fase húmeda y templada tras la 
TXHVHSURGXMRXQJUDQSHULRGR IU¯R HOP£[LPRJODFLDO \ WHUPLQD FRQXQD IDVHK¼PHGD




SXQWDVGHEDVH FµQFDYD DJXMDV \ D]DJD\DV'XUDQWH HO6ROXWUHQVHDXPHQWDHO Q¼PHUR
de yacimientos, que se sitúan generalmente cerca de la costa (entre 1 y 10 km) los más 
destacados son Aitzbitarte IV, Amalda, Bolinkoba, Santimamiñe, Antoliñako koba, El 
Mirón, Rascaño, Morín, El Castillo, Hornos de la Peña, Altamira, Chufín, Llonín, Balmori, El 
Buxu, La Güelga, La Viña, Las Caldas, La Lluera y Candamo (RASILLA & STRAUS
STRAUS, 1983). Probablemente debido a migraciones causadas por el máximo glacial, se 
produce un aumento poblacional dadas las características más habitables de la Cornisa 
&DQW£EULFD -XQWR DO DXPHQWR GHPRJU£ᚏFR VH DOFDQ]DQ QXHYRV QLYHOHV GH HᚏFLHQFLD GH
H[SORWDFLµQGHUHFXUVRVREVHUYDEOHVDWUDY«VGHOGHVDUUROORGHXQXWLOODMHO¯WLFR\TXHSHUPLWH
cazar ungulados con nuevas técnicas que aseguran matar a más de un individuo a la vez. 
$GHP£VSRUSULPHUDYH]DSDUHFHXQDVLJQLᚏFDWLYDH[SORWDFLµQGHORVUHFXUVRVPDULQRV\
de montaña. Las ocupaciones aparecen en la zona costera en cavidades orientadas hacia 
el sur y en los valles de los ríos principales, algunas de ellas con evidencias de haber sido 
XWLOL]DGDVVRORGXUDQWHGHWHUPLQDGDVHVWDFLRQHV ODSREODFLµQVHHVWUXFWXUDU¯DHQEDQGDV
de cazadores recolectores con un lugar de asentamiento más estable y otros dedicados a 
expediciones de caza. 
El Magdaleniense (20-19/13,6-13,3 ky calBP) se divide en varias fases: Magdaleniense 
arcaico cantábrico, Magdaleniense inferior cantábrico (Facies Juyo y Microlítica con 
escalenos), Magdaleniense medio y Magdaleniense reciente. En la Cornisa Cantábrica 
aparece la secuencia completa en varios yacimientos: La Paloma, Las Caldas, Llonín, La 
Riera, Cueto de la Mina, Castillo, Rascaño, Mirón, La Garma, Santimamiñe, Urtiaga, Ekain, 
Lumentxa y Antoliñako koba (UTRILLA $O ᚏQDO GHO6ROXWUHQVH VHDEDQGRQDQ ORV
foliáceos, que son sustituidos por puntas de proyectil de sílex más resistentes y por útiles 
µVHRV P£V GXUDGHURV 'XUDQWH HO 0DJGDOHQLHQVH LQLFLDO VH SURGXFH XQD VLPSOLᚏFDFLµQ
GH OD WHFQRORJ¯D HQ FRQWH[WRV GH EDMDPRYLOLGDG -XQWR D XQD LQGXVWULDP£V VLPSOH TXH
OD6ROXWUHQVHDSDUHFHVREUHPDWHULDVSULPDVFRPR ODFXDUFLWD\ OD OXWLWDXQFRQMXQWRGH
apariencia arcaica compuesto por lascas de gran tamaño y herramientas sobre lasca con 
carácter tosco. El Magdaleniense inferior cantábrico se caracteriza por la presencia de 
DEXQGDQWHVLQVWUXPHQWRVVREUHQ¼FOHRVREUHWRGRUDVSDGRUHV\KRMDVGHGRUVRDEUXSWR
Es una fase con marcado continuismo con la anterior en la que aparecen los mismos tipos 
líticos que en el sustrato. Son típicas en el occidente cantábrico y el oriente asturiano 
las plaquetas grabadas de tipo Altamira-El Castillo. La estrategia económica se basa en 
la caza especializada del ciervo, con explotación de moluscos en la zona de la costa y 
complementada con incursiones en los valles que permitirían la caza de cabras. 
El Magdaleniense medio es una continuación de lo anterior desde el punto de vista 
WHFQROµJLFR6HGHᚏQH IXQGDPHQWDOPHQWHSRU ODSUHVHQFLDGHREMHWRVGHDUWHPXHEOHGH
LQᚐXHQFLD SLUHQDLFD TXH LQGLFDQ FRQWDFWRV FRQ OD ]RQD \ TXH DSDUHQWHPHQWH QR H[LVW¯DQ
HQODIDVHDQWHULRU&XULRVDPHQWHHVWRVREMHWRVQRDSDUHFHQHQHO£UHDHQWUHHO0LHUD\HO
Bidasoa, pero sí más al oeste, en Cantabria occidental y Asturias oriental (STRAUS, 2013).
(O0DJGDOHQLHQVHUHFLHQWHFRPLHQ]DHQODVIDVHVᚏQDOHVGHOD¼OWLPDJODFLDFLµQFRQXQFOLPD
atemperado. El cambio climático provocaalteraciones en el modo de subsistencia que se 
fundamentan en la aparición de bosques y la desaparición de las grandes faunas de clima 
frío. El ciervo y la cabra continúan siendo el principal modo de subsistencia complementado 
por la pesca. Por ello, desde el punto de vista tecnológico, se desarrollan arpones que se 
D³DGHQD ODV KDELWXDOHV KRMDV GH GRUVR'HVGHHO SXQWR GH YLVWD VLPEµOLFR GHVDSDUHFH
el arte mueble de la fase anterior surgen evidencias de intercambios de materias primas 
(conchas, fósiles) y aparecen plaquetas grabadas con motivos naturalistas (STRAUS, 2013). 
/DGLYHUVLᚏFDFLµQHQODH[SORWDFLµQGHUHFXUVRVODUHGXFFLµQGHWHUULWRULRVHFRQµPLFRV\OD
GHQVLᚏFDFLµQGHODUHGGH\DFLPLHQWRVFRPELQDGDFRQXQDXPHQWRGHOWDPD³RGHORVJUXSRV
genera tensión social y como consecuencia, se reduce la movilidad (GONZÁLEZ-SAINZ & 
3DUWH,0DUFRJHRJUi¿FR\FURQROyJLFR
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GONZÁLEZ-URQUIJO, 2004). El lento cambio climático que da inicio al Holoceno provoca 
TXHSURJUHVLYDPHQWHYD\DQGHVDSDUHFLHQGRORVFDUDFWHUHVTXHGHᚏQHQHO0DJGDOHQLHQVH
derivando lentamente y sin grandes cambios al Aziliense, durante aproximadamente un 
milenio. 
(ODUWHSDOHRO¯WLFRHQODUHJLµQFDQW£EULFDGLVWULEXFLµQJHRJU£ᚏFD
En la Cornisa Cantábrica la presencia de arte paleolítico es abundante, tanto parietal como 
mueble. Para este último existen abundantes yacimientos que aportan arte mueble de 
diferentes cronologías y que aumentan en número según se llevan a cabo nuevas campañas 
de excavación. Los yacimientos en los que se ha localizado arte mueble se encuentran 
HQJHQHUDO FHUFDGH ODFRVWD\DEDMDDOWLWXGHQHOSDVLOORFRVWHURFDQW£EULFR\HQYDOOHV
LQPHGLDWRVDPHQRVGHNPGHODFRVWDVLWX£QGRVHORVP£VOHMDQRVDHQWUH\NPGHO
mar (Fig 4.6). Entre la cuenca del Nalón, en Asturias, hasta las estribaciones de los Pirineos, 
al norte de Navarra. Barandiarán (1994) contabiliza en la Cornisa Cantábrica 920 soportes 
GHORVTXHDSUR[LPDGDPHQWHHOVRORFRQWLHQHQUHSUHVHQWDFLRQHVQRᚏJXUDWLYDVDSHQDV
 VRSRUWHV WLHQHQ H[FOXVLYDPHQWH GHFRUDFLµQ ᚏJXUDWLYD \ RWURV  DSUR[LPDGDPHQWH
FRPELQDQWHPDVᚏJXUDWLYRV\QRᚏJXUDWLYRV
(QFXDQWRDODUWHSDULHWDOREMHWRGHDQ£OLVLVGHHVWHWUDEDMRHQOD3HQ¯QVXOD,E«ULFDH[LVWHQ
aproximadamente 160 estaciones de las 400 que se conocen en todo el mundo. De esas 
160 más de 100 se localizan en el norte de la Península Ibérica (Fig. 4.7). Hasta la fecha 
en la Cornisa Cantábrica no se ha localizado ninguna estación de arte al aire libre, por lo 
TXHHQJHQHUDOORVFRQMXQWRVGHDUWHSDULHWDOVHORFDOL]DQHQFXHYDVRDEULJRVFDOL]RVWDQWR






ASTURIAS Nalón La Paloma (Soto de las Regueras)
Cueva Oscura (Anía)
Sofoxó (San Pedro de Nora)
Las Caldas (San Juan de Priorio)
La Lluera (San Juan de Priorio)
La Viña (La Manzaneda)
El Conde (Santo Adriano)
Entrefoces (La Foz)










Cares-Deva Llonín (Peñamellera Alta)
CANTABRIA Nansa Fuente del Salín (Muñorredero)
6DMD%HVD\D La Pila (Cuchía)
Altamira (Santillana del Mar)
Hornos de la Peña (San Felices de Buelna)
Sovilla (San Felices de Buelna)
Pas El Castillo (Puente Viesgo)
Miera El Juyo (Igollo)









La Chora (San Pantaleon de Aras)
El Otero (Secadura)
La Fragua (Santoña)
El Mirón (Ramales de la Victoria)
El Horno (Ramales de la Victoria)
Figura 4.6. Yacimientos con arte mueble en la región cantábrica (según BARANDIARÁN, 1994)
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Oiartzun Aitzbitarte IV (Rentería)
Torre (Oiartzun)









Coimbre (Besnes, Peñamellera Alta)
Traúno (Cáraves, Trascares, Peñamellera Alta)
Los Canes (Arangas, Arenas de Cabrales, Cabrales)
Cares-Deba
El Bosque (Inguanzo, Cabrales)
Covaciella (Las Estazadas, Cabrales)
La Paré de Nogales (Mier, Peñamellera Alta)
Rivadedeva-Llanes





Mazizo de la Llera (Llanes)
Salmoreli (Rales)
Cobrerizas (Posada de Llanes)
Tebellín (Posada de Llanes)
Sella
Cueto de la Mina (Posada de Llanes)
La Riera (Posada de Llanes)
Trescalabres (Posada de Llanes)
Tito Bustillo (Ribadesella)
Cuevona de Ardines (Ribadesella)
La Lloseta (Ribadesella)
Les Pedroses (Ribadesella)








La Lluera I y II (San Juan de Priorio)
Santo Adriano (Santo Adriano, Tuñón)
Los Torneiros (Castañedo del Monte, Tuñón)
La Peña de Candamo (San Román de Candamo)
Cueva Oscura (Ania)
Las Mestas (Las Regueras)
El Conde (Tuñón)
Godulfo (Bercio)
Las Caldas (San Juan de Priorio)
Entrecueves (Soto de Ribera)
Cueva del Molín (La Foz de Morcín)
Figura 4.7. Cavidades con arte paleolítico en la cornisa cantábrica
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/RV0pWRGRVGH'DWDFLyQ
La datación del arte parietal paleolítico es uno de los aspectos más complicado del mismo 
puesto que no se cuenta con una forma concluyente, a pesar de los diversos intentos de los 
investigadores a lo largo de más de un siglo. Podemos distinguir entre métodos numéricos y 
no numéricos, que a su vez pueden ser catalogados como relativos y absolutos, dependiendo 
de aquello que daten. Por el momento la única forma absoluta que contamos para ambos 
ámbitos, el mueble y el parietal, es el C14AMS.
 A continuación analizamos los diferentes métodos aplicados en la Cornisa Cantábrica 
teniendo en cuenta sus limitaciones y sus problemáticas para poder generar un marco 
cronológico lo más preciso posible dentro de las posibilidades con las que contamos 
actualmente. 
Métodos relativos
-Cierre de la cavidad: La cueva en la que se localizan las representaciones se ha cerrado 




ha quedado cubierta por depósitos arqueológicos, por lo que la datación del estrato que los 
tapa nos puede dar una edad mínima de elaboración de las mismas. 
También, teniendo en cuenta la altura de las representaciones, se puede calcular la altura 
aproximada desde la que se realizaron, lo que a partir del análisis de los restos encontrados 
en el estrato nos permitiría obtener una fecha mínima o máxima. Sin embargo, esto es más 
problemático puesto que las representaciones no tienen por que haberse llevado a cabo 
desde una posición erguida y requiere conocer con precisión los procesos de sedimentación, 
por ello excluiremos este tipo de “datación” de nuestro análisis. 
-Enterramiento en un estrato de fragmentos que contienen arte parietal: En algunos casos 
por la calidad del soporte o por eventos crioclásticos se han hallado restos de arte parietal 
enterrados en estratos arqueológicos. Esto nos proporciona una edad mínima, es decir, la 
IHFKDHQODTXHVHKDGDWDGRHOHVWUDWRHVSRVWHULRURVLQFUµQLFDDODUHDOL]DFLµQGHODᚏJXUD
-Relación con un estrato arqueológico: Muchas cuevas prehistóricas carecen de yacimiento, 
SRUORTXHQRVHSXHGHHVWDEOHFHUXQDUHODFLµQHQWUH«VWH\ODDFWLYLGDGJU£ᚏFDGHOPLVPR(Q
algunos casos, esto se podría explicar por la ausencia de una investigación sistemática. La 
ausencia de niveles arqueológicos demuestra que probablemente los artistas no habitaron 
en la cueva durante periodos de tiempo dilatados. En ocasiones, si se hace una prospección 
exhaustiva, se pueden encontrar trazas en relación al arte paleolítico como son restos de 
carbón en el suelo, huesos de animales, restos de sílex descontextualizados e incluso restos 
de pigmentos o colorantes que sirvieron para la realización del arte. 
(VWDEOHFHU XQD UHODFLµQ HQWUH HVWRV REMHWRV \ HO DUWH SDULHWDO HV FRPSOLFDGR SRU HOOR HQ
muchos casos se llevan a cabo pequeñas excavaciones al pie de los paneles decorados en 
las que se encuentran restos (carbones, pigmentos, huesos) que se pueden relacionar con 
las pinturas al realizar análisis de colorantes, lo que puede permitir conocer diferentes fases 
pictóricas. 
La datación de restos arqueológicos de un estrato en proximidad es un método que se 
está utilizando cada vez con mayor frecuencia en la Cornisa Cantábrica, asociando la 




estar probada. La sedimentación de las cavidades es muy lenta y un resto, como carbón o 
KXHVRVQRWLHQHSRUTX«KDEHUVLGRGHSRVLWDGRDOPLVPRWLHPSRTXHVHHMHFXWµHODUWHHVWR
hay que tenerlo muy presente sobre todo en cavidades utilizadas durante todo el Paleolítico 
VXSHULRU7DPEL«QH[LVWHQFDVRVGHGDWDFLµQGHUHVWRVHQVXSHUᚏFLHRIUDJPHQWRVGHKXHVR
insertados en grietas de la pared en proximidad a una o varias representaciones, cuyo 
UHVXOWDGRVHH[WLHQGHDOGHODUWHSDULHWDO5HFKD]DPRVHOXVRGLUHFWRHLQMXVWLᚏFDGRGHHVWH
tipo de dataciones, dado que no suele existir una vinculación real con la representación y, si 
en algún momento la hubo, es muy difícil de probar.
-Estratigrafía parietal: H. Breuil (1905, 1952) propuso este método basándose en la idea de 
TXHHQXQSDQHOFRQVXSHUSRVLFLRQHVORTXHVHHQFXHQWUDP£VDEDMRHVP£VDQWLJXRSRU
lo que se le podría dar un valor cronológico a las superposiciones. Sin embargo, aunque el 
punto de partida es válido, el problema es que no se puede precisar cuánto y la diferencia 
puede estar entre varios minutos o milenios. En el caso de que se haya datado mediante 
DOJ¼QP«WRGRQXP«ULFRFRPRORVTXHYHUHPRVP£VDGHODQWHXQDRYDULDVᚏJXUDVGHXQ
panel con superposiciones, podemos utilizar la fecha obtenida para datar de forma relativa 
los otros motivos del panel obteniendo una fecha ante quem o post quem, dependiendo de 
la relación del motivo con aquel que se quiere datar.   
-Comparación estilística entre series muebles y series rupestres/parietales: La comparación 
HVWLO¯VWLFDGHODVᚏJXUDFLRQHVSDULHWDOHVFRQREUDVGHDUWHPXHEOHGDWDGDVSRUVXVLWXDFLµQ
en niveles arqueológicos es uno de los métodos más comúnmente utilizados y que 
desarrollaremos en profundidad más adelante.  
Los métodos de datación numérica que vamos a analizar a continuación también han 
permitido avanzar en la comparación estilística, puesto que actualmente podemos utilizar el 
estilo de motivos datados mediante estas técnicas para datar motivos similares, respetando 
el mismo procedimiento y principios que para la comparación entre series muebles y 
parietales.  
-Series de Uranio y Termoluminiscencia: Aunque son métodos de datación absoluta, la 
UHODFLµQGH«VWRVFRQODVUHSUHVHQWDFLRQHVHVUHODWLYDSXHVWRTXHQRGDWDQHOHYHQWRJU£ᚏFR




antes de su formación, por lo tanto es anterior a la fecha que se nos proporciona. Sin 
HPEDUJRVLVHHQFXHQWUDSRUGHEDMRODᚏJXUDVHUHDOL]µGHVSX«VGHODIHFKDTXHKHPRV
obtenido. Por esta razón es fundamental saber en que posición se encuentra el espeleotema 
que se muestrea. 
En el caso del Uranio-Thorio (Series de U) los límites de aplicación de este método alcanzan 
hasta hace 500.000 años. 
/DWHUPROXPLQLVFHQFLD7/SODQWHDP£VGLᚏFXOWDGHVSXHVWRTXHVXPHGLFLµQGHSHQGHGH
numerosas variables geológicas. Sus límites de aplicación también alcanzan hasta hace 
500.000 años. 
-Otras técnicas de datación relativa: En los últimos 20 años, se han comenzado a aplicar 
nuevas técnicas de datación al arte rupestre de aplicación más limitada (por el tipo de 
muestra que necesita) que las anteriores y que también proporcionan fechas mínimas. 
$OJXQRVHMHPSORVGHHVWRVRQ(65(OHFWUR6SLQ5HVRQDQFHದTXHGDWDFDOFLWDDO LJXDO
que la TL y las Series de U–, OSR (Optically Stimulated Luminiscence) –que fecha granos 
de arena frecuentemente hallados en nidos de avispa sobre representaciones rupestres–, 
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P-Ar  (Potasio-Argon) –que data materiales ígneos desde el Mioceno al Pleistoceno– y 
PLFURHURVLµQGHODVXSHUᚏFLHದTXHSHUPLWHDQDOL]DUHQHOFDVRGHTXHODVUHSUHVHQWDFLRQHV
VHHQFXHQWUHQDODLUHOLEUHODHURVLµQTXHODVXSHUᚏFLHGHFRUDGDKDVXIULGRDORODUJRGHO
tiempo a través del microscopio–. Ninguna de estos métodos de datación ha sido aplicado 
por el momento en la Cornisa Cantábrica.
Criterios absolutos
-Carbono 14 (C14AMS): La aplicación del C14 al ámbito del arte parietal se lleva a cabo 
desde principios de los años 90 cuando se empezó a aplicar en Francia. La aplicación 





variabilidad de niveles de C14 en la atmósfera a lo largo de diferentes épocas, obliga a la 
calibración de los resultados obtenidos para obtener años calendáricos y poder comparar 
las dataciones con las obtenidas mediante otros métodos. Tradicionalmente, los resultados 
ᚏQDOHVVHH[SUHVDQHQFDO%3D³RVFDOLEUDGRVDXQGHFRQᚏDQ]D˰
Este método no solo permite una datación directa del arte, sino que a partir de la extracción 
GHPDWHULDORUJ£QLFRGDWDFLµQGHᚏEUDVDJOXWLQDQWHVR[DODWRVGHFDOFLRUHVWRVRUJ£QLFRV
en acreciones minerales, inclusiones carbonosas en las representaciones...) nos permite la 
obtención de, al menos, una edad mínima para la representación.  
Dentro de estos métodos que hemos analizado brevemente, nos vamos a centrar 
fundamentalmente en los dos que se aplican de forma más habitual a la hora de analizar la 
cronología del arte parietal de la Cornisa Cantábrica para ver las problemáticas concretas 
que afectan a cada uno de ellos: los métodos de cronología absoluta o directa que se han 
aplicado en el ámbito de estudio (C14 AMS, Series de U y TL) y la Cronología Estilística 
(mediante comparación de series muebles y arte parietal datado).
0pWRGRVGHGDWDFLyQDSOLFDGRVHQOD&RUQLVD&DQWiEULFD
2.1. Cronología Numérica
Desde los años 90, con el desarrollo de las técnicas, se han aplicado al arte parietal diversos 
métodos de datación. En la Cornisa Cantábrica hasta la fecha se han aplicado tres, C14 
AMS, Series de U y TL. El más utilizado hasta la fecha es el primero. En cuanto a Series de 
U, en el último lustro se han publicado las dataciones correspondientes en torno a sesenta 
PXHVWUDV\ᚏQDOPHQWHODWHUPROXPLQLVFHQFLDTXHVHDSOLFµGHIRUPDH[SHULPHQWDOHQORV
D³RVSHURGDGRVORVUHVXOWDGRVSRFRᚏDEOHV\SUHFLVRVQRVHKDQFRQWLQXDGRREWHQLHQGR
dataciones de este método. A continuación evaluamos el tipo de muestra, los límites y los 
problemas de éstos métodos para datar muestras que se correspondan con arte parietal 
paleolítico. 
 2.1.1. DATACIONES MEDIANTE C14 AMS
El protocolo de datación por C14AMS sigue los siguientes pasos: el levantamiento de una 
muestra se lleva a cabo en zonas en las que el pigmento es abundante, preferentemente se 
debería seleccionar un fragmento único, pero dependiendo de la cantidad de pigmento de 
ODᚏJXUDHOOHYDQWDPLHQWRVHUHDOL]DHQXQDVROD]RQDRHQYDULDVVALLADAS ET AL., 2006). 
Compete al arqueólogo la selección de las muestras más adecuadas para la resolución de 
un determinado problema, por lo que es necesario conocer cómo se integra la muestra en 
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HOFRQMXQWRBATTEN, GILLESPIE, GOWLETT, & HEDGES, 1986). 
El peso inicial necesario es de entre 10 y 100 mg. puesto que en general la muestra está 
formada por carbón y calcita en diferentes proporciones. El tratamiento, más o menos 
riguroso, depende del tamaño (VALLADAS ET AL., 2001). La muestra se somete a un lavado 
en el que se suceden ácidos, álcalis y otras soluciones. Esto permite separar diferentes 
fracciones: álcali, que no se suele datar, húmica y de carbón puro, que contienen diferentes 
grados de contaminación (BATTEN ET AL., 1986). Tal separación se lleva a cabo porque 
£FLGRVRUJ£QLFRVWUDQVSRUWDGRVSRUDJXDVGH LQᚏOWUDFLµQSXHGHQHVWDUPH]FODGRVFRQ ORV
pigmentos (VALLADAS ET AL., 2006). En la exactitud del resultado también tienen que ver 
RWURV IDFWRUHV OLPSLH]D \ PDQHMR GH OD PXHVWUD SUHFLVLµQ GHO LQVWUXPHQWDO H[SHULHQFLD
GHOSHUVRQDOHWF6HJ¼Q ORV ODERUDWRULRVGH*LIVXU,YHWWH ORV UHVXOWDGRVP£VᚏDEOHVVRQ
los obtenidos de una masa de carbono datable de al menos 500 µg. A menor cantidad, 
PHQRUᚏDELOLGDGSXHVWRTXHODFRQWDPLQDFLµQSRUFDUERQRUHFLHQWHVHU£UHODWLYDPHQWHP£V
importante y difícil de estimar (FORTEA, 2007). 
La fracción húmica (FH) se data cuando es posible, puesto que sirve para determinar el 
grado de contaminación de la muestra (BATTEN ET AL.DXPHQWDQGRODFRQᚏDQ]DHQ
las dataciones obtenidas, aunque no se puede excluir que ambas estén contaminadas. La 
coincidencia de las fechas entre FH y de carbono puro es deseable pues indicaría que se 
KDHOLPLQDGRWRGDODFRQWDPLQDFLµQ&XDQGRODVGRVIUDFFLRQHVGLᚏHUHQODK¼PLFDWLHQGHD
GDUXQDIHFKDP£VEDMDHQHVWHFDVRODIUDFFLµQGHFDUEµQSXUR&3VXHOHVHUP£VᚏDEOH
Sin embargo, según H. Valladas, en determinados casos en los que la fracción húmica ha 
SURSRUFLRQDGRXQDIHFKDP£VDQWLJXDHVWDIHFKDVXHOHVHUP£VᚏDEOHTXHODIUDFFLµQGH
carbón puro (VALLADAS ET AL., 2001). Esto sucede porque la descontaminación aplicada 
KDVLGRH[FHVLYDPHQWHDJUHVLYD\KDHOLPLQDGRSDUWHGHOFDUERQRGHOSLJPHQWRMXQWRFRQ
el carbono moderno (VALLADAS & CLOTTES, 2003). En caso de duda, la medición de 
isótopos estables de carbono (C12 y C13), en el carbón y en la caliza, permiten estimar la 
presencia de contaminación (VALLADAS ET AL.  VLQ HPEDUJR HVWH SURFHGLPLHQWR
apenas se lleva a cabo. Según Clottes y Valladas (2003) todos los resultados anómalos 
WLHQHQ XQD H[SOLFDFLµQ \ ODV SRVLELOLGDGHV GH UHMXYHQHFLPLHQWR VRQPD\RUHV TXH ODV GH
HQYHMHFLPLHQWRCLOTTES, 1994).
A raíz del debate surgido con las dataciones directas del arte de Chauvet (BALBÍN-
BEHRMANN COMBIER & JOUVE LORBLANCHET P. B. PETTITT, 
BAHN, & ZÜCHNER P. B. PETTITT & BAHN P. PETTITT & BAHN 
SADIER ET AL.VALLADAS & CLOTTESVALLADAS ET AL.ZÜCHNER, 
2014) se han publicado diversos artículos que abordan problemáticas acerca del método 
del C14$06&RPELHU \-RXYH JOUVE, 2013) proponen que la fracción isotópica 
GHˡ&13 expresada en ‰ y denominada “isotopic signature” permite diferenciar el origen del 
carbón: un rango entre -15 y -23 ‰ indicaría que el carbón procede de huesos carbonizados 
mientras que -26 a -28‰ indicaría su procedencia de carbón de madera. Esta propuesta ha 
sido rechazada por el equipo investigador de Gif-sur-Ivette (FONTUGNE ET AL., 2014) que 
consideran que es un valor puramente técnico.  
 2.1.2.DATACIÓN MEDIANTE SERIES DE URANIO
Hasta hace relativamente poco los análisis realizados a partir de este método, basado en 
el equilibrio entre el U234 y el Th230, se habían centrado en estudios paleoambientales, la 
elaboración de curvas de calibración para C14 y la datación de materiales del Paleolítico 
inferior y medio. La aplicación al estudio del arte parietal paleolítico comienza en los años 
GHO VLJOR;; IHFK£QGRVH ᚏJXUDFLRQHVHQ&RYDODQDV \/D*DUPD(O WLSRGHPXHVWUD
necesario (espeleotemas, recubrimientos calcíticos, etc.) es muy abundante en cuevas, por 
lo que se convierte en el método idóneo para la datación de formaciones de calcita en 
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relación con los motivos pictóricos, sobre todo aquellos que no se pueden datar por C14 
AMS. Los fundamentos del método son: al precipitarse el CaCO3 se absorbe el U234, pero no 
el Th230 por lo que, en teoría, éste no está presente. Una vez que cristaliza, se convierte en 
un sistema cerrado: el U234 decae lentamente formándose, entre otros productos, Th230. La 
medición de estos nos proporciona una datación (LIRITZIS, 1987). El mayor problema de 
este método viene dado por la contaminación de la calcita por materiales detríticos, lo que 
invalida el presupuesto del sistema cerrado puesto que isótopos de Th estarán presentes 
en la muestra. Las muestras que contienen cantidades apreciables de Th232 probablemente 
contendrían Th230 en el momento de la deposición del espeleotema. Otro de los problemas 
es la posible migración de U o Th dentro o fuera en materiales porosos. Además, se debería 
de evitar tomar muestras con signos de recristalización, puesto que pueden suponer pérdida 
o enriquecimiento de U o Th.
Las muestras, que deben tener una cantidad de entre 10 y 100 mg. (GENTY, BLAMART, 
& GHALEBPIKE ET AL., 2012), deben ser tomadas, a ser posible, por expertos para 
evitar los problemas mencionados. Si la calcita que se va a muestrear tiene más de 2mm de 
JURVRUVHSXHGHQWRPDUYDULDVPXHVWUDVHQUHODFLµQHVWUDWLJU£ᚏFD(QWRGRVORVFDVRVVH
GHEHWHQHUPX\FODUDODUHODFLµQHQWUHHOHVSHOHRWHPD\HOPRWLYRDOTXHVHDVRFLDDGHP£V
se debe evitar el daño a las representaciones. Si es posible, se debería realizar un análisis 
de las muestras obtenidas con un microscopio para conocer la composición y la posible 
contaminación antes de procesar la muestra (GENTY ET AL., 2005). Las muestras con restos 
de pigmento o contaminación detrítica deben ser descartadas (PIKE ET AL., 2012). Una vez 
en el laboratorio la muestra es triturada y disuelta en ácidos para posteriormente aislar, 
mediante cromatografía de ión, los isótopos de U y Th. Se debe tener especial cuidado en 
este paso para eliminar las posibles contaminaciones. Las muestras se analizan en un MC-
,&3060XOWL&ROOHFWRU,QGXFWLYHO\&RXSOHG3ODVPD0DVV6SHFWRPHWHUWUDVODVPHGLFLRQHV
se comienza un proceso estadístico en el que se calcula la corrección detrítica y a partir del 
TXHVHREWLHQHODIHFKDᚏQDOPIKE ET AL., 2012). 
Las dataciones que se obtienen mediante el análisis del desequilibrio de series de Uranio 
son calendáricas y se expresan habitualmente en ky (miles de años) y con una desviación 
W¯SLFDFRQXQLQWHUYDORGHOGHFRQᚏDQ]D
La aplicación más extendida de este método en los últimos años ha provocado que 
aparezcan artículos en los que se analizan las diferentes problemáticas del método 
desde varias perspectivas. Pons-Brancu et al. (2014) y Sauvet et al. (2015)in the case 
of engravings and red paintings, only indirect methods can be used that allow us to date 
deposits that have covered the works over time (TL, U/Th, oxalates, etc. critican el sistema 
por las diferentes problemáticas que plantea: la presencia de Th detrítico hace necesaria 
la aplicación de correcciones, las condiciones húmedas de la cavidad provocan que las 
calcitas analizadas sean un sistema abierto, es decir, la calcita varía a lo largo del tiempo 
DOWHU£QGRVH \ GLᚏFXOWDQGR ODV FRUUHFFLRQHV $VLPLVPR PHQFLRQDQ OD SRVLELOLGDG GH TXH
los depósitos calcíticos sobre las representaciones sean mayoritariamente del Holoceno, 
obteniéndose una fecha demasiado reciente como para que sea relevante y critican las 
GDWDFLRQHVGHFRVWUDVEDMRODᚏJXUDSXHVWRTXHQRWLHQHQQDGDTXHYHUFRQHODFWRFUHDWLYR
Los autores resaltan la importancia de hacer dataciones cruzadas entre diferentes métodos 
para investigar la validez del sistema y critican la ausencia de detalles analíticos en las 
publicaciones. 
 2.1.3. DATACIÓN MEDIANTE TERMOLUMINISCENCIA (TL)
En los 90 se comenzó a estudiar la posibilidad de datación de materiales con calcita 
mediante Termoluminiscencia (TL) para poder aplicarlo también a concreciones presentes 
en yacimientos, tanto en niveles arqueológicos como cubriendo representaciones de arte 
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parietal (BENEITEZ ET AL., 2001). Cuando la calcita de la que se componen los espeleotemas 
cristaliza, los materiales radioactivos (K40 ,U234/238 ,Th230) que contiene y que se encuentran en 
VXHQWRUQRFRPLHQ]DQDGHVLQWHJUDUVHGHIRUPDHVWDEOHHPLWLHQGRUDGLDFLRQHV˞ ˟ \ˠ VREUH
la estructura cristalina, desplazando electrones que quedan atrapados en irregularidades 
(BEDNARIK, 2002). A lo largo del tiempo se van acumulando, por lo que si calculamos la 
cantidad de radiación que emiten el K40, U234/238 y Th230 de la muestra y del entorno podemos 
REWHQHUXQDIHFKD(QHOFDVRGHODFDOFLWDODUDGLRDFWLYLGDGVXHOHVHUEDMDSRUORTXHHO
FRQWULEX\HQWHSULQFLSDOVXHOHVHUODUDGLDFLµQˠGHORVDOUHGHGRUHVAITKEN, 1985). Por ello 
es importante medir la dosis ambiental anual de forma correcta. La medición se realiza 
calentando la muestra, de este modo, se libera el exceso de energía atrapado en forma de 
OX]TXHVHSXHGHPHGLUFRQXQIRWRPXOWLSOLFDGRUFRQXQᚏOWURURMRBENEITEZ ET AL., 2001) 
SXHVWRTXHODFDOFLWDHPLWHHQOD]RQDQDUDQMDGHOHVSHFWURQP/DGRVLVDQXDOVH
FDOFXODPHGLDQWH ODPHGLFLµQGHUDGLRDFWLYLGDG˟GHO.40 a través de un contador Geiger-
0XOOHU\OD˞GHO8234/238, Th230 usando un contador de centelleo sólido (ZnS) mientras que la 
ˠVHPLGHLQVLWXFRQXQVLVWHPDGHUHFXHQWRGHFHQWHOOHRVµOLGR,1D7O$GHP£VVHGHEH
establecer la capacidad de atrapar electrones de la muestra sometiéndola en el laboratorio 
a una dosis de radiación conocida.
Los mayores problemas a los que nos enfrentamos al utilizar este método son las numerosas 
variables geológicas intrínsecas (como la humedad o la velocidad a la que crece el 
espeleotema) que afectan a las muestras. Por ello, la edad obtenida es una media del evento 
más o menos disperso (ARIAS ET AL., 1998) y la fecha tiene una gran desviación típica, en 
torno al 10% en la mayoría de los casos. El equipamiento habitual de los laboratorios no está 
preparado para medir en el rango que emite la calcita, por lo que se produce una pérdida de 
señal cercana al 90% (BENEITEZ ET AL./DGLᚏFXOWDGDODKRUDGHFDOFXODUODGRVLV
anual supone otro contra, puesto que en el K40, U234/238 y Th230 se han observado grandes 
variabilidades que provienen incluso de la ocupación humana. Lo ideal sería implantar un 
dosímetro en el lugar donde se ha tomado la muestra durante un año. Otros problemas son 
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Tabla 5.1. Ventajas y desventajas de los métodos numéricos aplicados en el arte parietal de la Cornisa Cantábrica
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recristalización, porosidad, impurezas, etc. Todas las dataciones mediante TL para cuevas 
con arte parietal cantábricas las ha llevado a cabo T. Calderón y el equipo del laboratorio 




Cornisa Cantábrica. Debemos tomar las fechas obtenidas con precaución puesto que estos 
métodos son aún experimentales en su aplicación al arte parietal. En C14 AMS se cuenta con 
una mayor experiencia, pero dado que una cuarta parte de las dataciones son contradictorias 




áreas y están expuestas al medio (HEDGES ET AL.SRUODH[LVWHQFLDGHFRORQL]DFLµQ
bacteriana o microbiológica, probada en Altamira (SCHAREBEREITER-GURTNER, SAIZ-
JIMÉNEZ, PIÑAR, LUBITZ, & ROLLEKE, 2002) y Candamo (FORTEA HOYOS, 
 SRU OD GLIHUHQWH FRPSRVLFLµQGHO SLJPHQWR FRPRRFXUUHHQ7LWR%XVWLOOR BALBÍN-
BEHRMANN, ALCOLEA, & GONZÁLEZ, 2003) o Candamo (FORTEA, 2000, 2007) o por 
la posible existencia de repintes. Según H. VALLADAS (2003) el grado de contaminación 
depende en gran medida de cómo y cuándo fueron descubiertas las cuevas. 
Las dataciones que nos proporciona la TL son poco precisas (presentan una amplia 
desviación típica), aunque también hay que tener en cuenta que el C14 AMS en muchos 
casos ha resultado menos exacto de lo esperado, aportando, para un mismo motivo, 
fechas con milenios de diferencia. Por otro lado, las Series de U y la TL se pueden aplicar 
DXQQ¼PHURPXFKRPD\RUGHᚏJXUDFLRQHVSXHVORVHVSHOHRWHPDVVRQIUHFXHQWHVHQORV
ambientes kársticos, mientras que los motivos realizados con carbón son una minoría en 
el arte parietal cantábrico. Además estos métodos, si el muestreo se lleva a cabo de forma 
adecuada, no tienen la necesidad de degradar el motivo al obtener la muestra, como ocurre 
con el C14 $06DXQTXHKD\TXHWHQHUPX\FODUDODUHODFLµQHQWUH«VWD\ODᚏJXUD(QOD¼OWLPD
década se han formulado numerosas críticas respecto al C14, puesto que no siempre se 
SXHGHFHUWLᚏFDUXQDFRQWLQXLGDGWHPSRUDOHQWUHORVGRVHYHQWRVFU¯WLFRVHO inicio del primer 
SHULRGRGHVHPLGHVLQWHJUDFLµQDOFRQYHUWLUVHODUDPDHQPDGHUDPXHUWD\ODHMHFXFLµQGH
ODVᚏJXUDFLRQHVFRQXQO£SL]GHFDUEµQYHJHWDOCLOTTES PETTITT & BAHN
PETTITT, 2008). 
Como veremos más adelante, de las diecinueve fechas obtenidas de la fracción húmica en la 
Cornisa Cantábrica, tan sólo cuatro se asimilan a la fracción de carbono puro correspondiente, 
FRUURERUDQGR TXH OD FRQWDPLQDFLµQ HV P¯QLPD 'RV GH HOODV VRQ P£V MµYHQHV TXH ODV
proporcionadas por el carbono puro, indicando una contaminación por carbones modernos 
\WUHFHGHHOODVVRQP£VDQWLJXDVTXHODIUDFFLµQGHFDUEµQSXUR6HJ¼Q9DOODGDV
2006), lo más habitual debería ser el primer caso y lo más escaso el último, puesto que 
indicaría un pretratamiento excesivo, y sin embargo, es lo más frecuente. Las fechas que 
GHVHQWRQDQ VRQ UHH[DPLQDGDV \ FULWLFDGDV VLQ HPEDUJR DTXHOODV TXH VH VLW¼DQ HQ XQ
marco cronológico adecuado a la datación estilística asociada tienen pocas posibilidades de 
VHUSXHVWDVHQWHODGHMXLFLRCLOTTES, 1994) y, vistas las desviaciones que se obtienen en 
la mayoría de las dataciones realizadas sobre la fracción húmica, lo más probable es que 
ocurriese en la mayoría de los casos en los que ésta es imposible de analizar. Todos los 
casos deberían ser analizados con detenimiento llevando a cabo un estudio completo que 
incluya paredes y contexto (LORBLANCHET, 1995).
También se deberían realizar con más frecuencia dataciones en laboratorios independientes 
para la comprobación de los resultados y estudiar la posible necesidad de implantar un 
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protocolo especial para la datación de muestras de arte rupestre, al menos para C14 AMS: 
conocemos (VALLADAS ET AL., 2001) el procedimiento de preparación, análisis y tratamiento 
estadístico de las muestras procesadas por el laboratorio de Gif-sur-Yvette. Sin embargo, 
desconocemos el sistema utilizado por el resto de laboratorios que han datado muestras de 
carbón de arte parietal. 
Ha sido formulada en diversos artículos (LORBLANCHETPETTITTROWE, 
2004) la necesidad de un estándar de publicación de fechas debido a la gran variabilidad de 
formas de publicación y la falta de importantes datos sobre las dataciones realizadas como: 
ᚏJXUDPXHVWUHDGD]RQDV\W«FQLFDGHPXHVWUHRGHVFULSFLµQ\SHVRLQLFLDOGHODPXHVWUD
pretratamiento utilizado, masa de carbón puro obtenido tras el mismo, comportamiento de 
ODPXHVWUDGXUDQWHHODQ£OLVLVQ¼PHURGHODERUDWRULRIHFKDFRQODGHVYLDFLµQW¯SLFDD˰
fechas rechazadas y las razones de rechazo… Además el protocolo de medición de datos se 




métodos, su validez y los límites a la hora de seleccionar el método concreto y sobre todo la 
muestra que se va a analizar, puesto que la selección debe ser vinculante con la representación 
parietal. Asimismo, una vez que se recibe la datación el arqueólogo encargado debe llevar a 
cabo un análisis crítico de los resultados en cualquier caso, tanto si coincide con la datación 
estilística estimada como si la datación es completamente distinta a lo que se esperaba o 
es incluso postpaleolítica, evaluar las posibles razones por las que esto haya ocurrido y 
VLHVSHUWLQHQWH OOHYDUDFDERRWURVDQ£OLVLV\GDWDFLRQHVSDUDFRQᚏUPDUHO UHVXOWDGRR OD
posibilidad de que exista una contaminación en las muestras. En muchos casos, sobre todo 
cuando se obtiene una datación que coincide con aquello que se esperaba, no se realiza un 
análisis arqueológico del resultado y se generalizan presupuestos (Tabla 5.1). 
&URQRORJtD(VWLOtVWLFD
El concepto de estilo con valor cronológico se ha utilizado desde inicios de la investigación 
del arte paleolítico tanto para el arte mueble como para el parietal. Asimismo, inicialmente se 
comparaban las representaciones paleolíticas con las de grupos de cazadores recolectores 
FRQWHPSRU£QHRVFRQHOREMHWLYRGHOOHJDUDFRQRFHUVXVLJQLᚏFDGR
(OXVRGHHVWHFRQFHSWRFRPRVLQµQLPRGHKRUL]RQWHJU£ᚏFR ORFRPHQ]DURQDDSOLFDU(
Piette y H. Breuil, según las características de las representaciones tanto de arte mueble 




evolución de lo que proponía Breuil. Sin embargo, los resultados obtenidos no supusieron un 
gran cambio frente a la evolución cronológica de Breuil (LEROI-GOURHAN, 1965).




El procedimiento para llevar a cabo las comparaciones es aislar criterios estilísticos dentro 
GHODᚏJXUDHQODTXHVHYDDKDFHUODFRPSDUDWLYDO¯QHDF«UYLFRGRUVDOVLQXRVDRUHMDVHQ
V, morro abierto,...), limitarse a un mismo taxón (bóvidos, cérvidos, cápridos...) y dentro de 
XQDSUR[LPLGDGJHRJU£ᚏFD
Sin embargo, hoy en día el uso del estilo como marcador cronológico suscita muchas 
UHVHUYDVSXHVWRTXH OD W«FQLFDXWLOL]DGDGLᚏHUHHQWUHXQD\RWUDVHULH(O VRSRUWH LQᚐX\H
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HQODUHDOL]DFLµQGHODVᚏJXUDV\HVP£VSUREDEOHTXHXQDᚏJXUDGHDUWHPXHEOHVHDP£V
precisa que una de arte parietal. Esto complica las comparaciones que en ocasiones se 
KDFHQ FRQ SRFD EDVH R MXVWLᚏFDFLµQ $GHP£V HO DUWH PXHEOH HV PX\ DEXQGDQWH HQ HO
Magdaleniense mientras que en etapas anteriores es bastante más escaso, por lo que es un 
método parcial. También existe la posibilidad de que estilos idénticos no sean forzosamente 
FRQWHPSRU£QHRV$VLPLVPRHVDUULHVJDGRGDWDUXQFRQMXQWRDSDUWLUGHHVWDW«FQLFDSRUOR
TXHVHGHEHU¯DOLPLWDUDODᚏJXUDFRPSDUDGD
No obstante, debemos plantear una serie de cuestiones acerca del estilo y su valor cronológico, 
'RPLQJRSSODQWHDTXHHOHVWLORWLHQHGLIHUHQWHVVLJQLᚏFDGRV\RSHUDDGLIHUHQWHV
escalas: “...[...] como identidad, ya sea individual o de autor, escuela, taller, grupo social 
LQWHUR LQWUDJUXSDOHWFHVWLORVFRHW£QHRVFRQ IXQFLRQHVGLVWLQWDVHWFರ<SRU OR WDQWRKD\
que analizar el valor cronológico de la comparación estilística, que, como ya expresamos 








La única información precisa disponible en la actualidad para el arte mueble, y en relación 
a la evolución del estilo a lo largo de diferentes fases, que nos puede aportar un enfoque 
desde este punto de vista, es la de la cueva de El Parpalló, y por lo tanto muy centrada en 
XQD¼QLFD£UHDJHRJU£ᚏFD\XQ¼QLFR\DFLPLHQWR(QHVWH\DFLPLHQWRVHKDQGRFXPHQWDGR
entre el lote mueble Gravetiense y el Solutrense (especialmente en sus fases más antiguas) 
HOHPHQWRVGHFRQWLQXLGDGJU£ᚏFDVILLAVERDE, CARDONA, & MARTÍNEZ-VALLE
VILLAVERDEDOJXQRVLQFOXVRSHUGXUDQSU£FWLFDPHQWHGXUDQWHWRGRHO3DOHRO¯WLFR
VXSHULRU 'H VHU H[WHQVLEOH HVWD FRQVLGHUDFLµQ D RWURV £PELWRV JHRJU£ᚏFRV VH SRQGU¯D
de relieve el posible error que implica atribuir fechas a un dispositivo rupestre cuando no 
se dispone de datos numéricos directos. Esta posibilidad fue ampliamente discutida en el 
Coloquio “The Post-stylistic Era: where do we go from here” (LORBLANCHET & BAHN, 
1993) en el que se cuestiona el valor del estilo como marcador cronológico tras los primeros 
resultados obtenidos mediante la datación directa mediante C14 AMS. 
La aplicación de los nuevos métodos de datación ha generado un debate sobre la duración 
WHPSRUDOTXHXQDWUDGLFLµQJU£ᚏFDSXHGHWHQHU6LQHPEDUJRSDUDSRGHUXWLOL]DUHOHVWLOR
con un valor cronológico hay que tener muy claras las dataciones y, como hemos visto 
anteriormente, muchas de las dataciones obtenidas presentan problemáticas que hay que 
superar antes de poder crear un marco cronológico basado en ellas. Estos dos problemas 
exigen un replanteamiento crítico de la cronología, tanto desde el punto de vista de los 
resultados obtenidos mediante los métodos directos, como de la necesaria revisión del uso 
del estilo para datar el arte parietal. 
Esta discusión, así como los límites que impone, es importante por la repercusión que 
SUHVHQWD HQ UHODFLµQ DO YDORU VRFLDO \ ಯWHUULWRULDOರ TXH VH SXGLHUD DWULEXLU D ORV FRQMXQWRV
JU£ᚏFRVSDOHRO¯WLFRV\DTXHHOJUDGRGHVLPLOLWXGJU£ᚏFDHVHOUHᚐHMRGHODYLQFXODFLµQGH
los grupos humanos a determinadas tradiciones culturales. Y esta pudiera ser valorada, 
DFHSWDQGRXQD ಯVLQFURQ¯DರGH ORVFRQMXQWRVFRPRHO UHᚐHMRGH ODPRYLOLGDGGHXQJUXSR
o de las estrechas relaciones intergrupales, o bien como la perduración en el tiempo de 
XQD WUDGLFLµQJU£ᚏFDSUDFWLFDGDSRUXQPLVPRJUXSR FXOWXUDOKXPDQR'HHVWHPRGR OD
dispersión sería bien la representación de la amplitud espacial del grupo humano, y/o bien 
del gradiente cronológico (GARCÍA-DIEZ & OCHOA, 2012).
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Concluyendo, no descartamos ninguno de los métodos que analizamos para la datación del 
arte paleolítico, hacerlo supondría renegar del estudio del mismo puesto que actualmente, 
ninguno de ellos es efectivo sin apoyo de otros. Sin embargo, abogamos por un uso crítico 
de ambos (los numéricos y los basados en la comparación estilística) con la intención de 
JHQHUDUXQPDUFRFURQROµJLFR ORP£VᚏDEOHSRVLEOHDXQTXHHVWRVXSRQJDSRURWUR ODGR
TXHQRFRQVLJDPRVPXFKDSUHFLVLµQSRUHOPRPHQWR/DGLᚏFXOWDGTXHVXSRQHOOHYDUDFDER
dataciones absolutas sin las problemáticas mencionadas hace obligatorio, en cierto modo, 
el uso del estilo como herramienta para la datación del arte parietal complementándose los 
dos métodos a la hora de secuenciar el arte parietal paleolítico. 
'DWRVGLVSRQLEOHVSDUDOD&RUQLVD&DQWiEULFDXQHVWDGRGHODFXHVWLyQ
/DDEXQGDQFLDGHGDWRVFRQ ORVTXHFRQWDPRVHQ ODDFWXDOLGDGSDUD ORVFRQMXQWRVGH OD
&RUQLVD &DQW£EULFD QR OR VXᚏFLHQWHPHQWH SUHFLVRV H LQFOXVR FRQWUDGLFWRULRV HQ DOJXQRV
FDVRVKDFHFRPSOLFDGRFUHDUXQPDUFRFURQROµJLFRᚏDEOH\TXHDODYH]SHUPLWDDYDQ]DU
en el estudio del arte parietal. A continuación, analizaremos los datos disponibles hasta la 
fecha para el ámbito de estudio desde un punto de vista crítico. Las dataciones numéricas 
se pueden consultar en las tablas (Anexo I).
3.1. Auriñaciense (~40.000/39.000-34.500/33.000 calBP)
De este periodo tan sólo se ha datado mediante C14$06XQFRQMXQWRGHᚏJXUDFLRQHVHQ
Candamo. Las fechas obtenidas para las puntuaciones sobre los toros 15 y 16 lo convertirían 
HQHOFRQMXQWRP£VDQWLJXRGDWDGRLQFOXVRP£VTXH&KDXYHW)UDQFLD'HDK¯ORVGLYHUVRV
análisis que se llevaron a cabo después de obtener estas dataciones (FORTEA, 2000): 
análisis al SEM que determinaron una diferente composición del carbón en los puntos (vegetal 
y hueso) y la presencia de contaminación bacteriana. Esto llevó a  un nuevo muestreo de los 
mismos puntos por separado analizado en el laboratorio Geochron, que proporcionó fechas 
PX\GLVWLQWDVDORVUHVXOWDGRVGH*LIVXU,YHWWHTXHVLWXDEDQHOFRQMXQWRHQHO0DJGDOHQLHQVH
inferior, fechas que por otro lado se habían asignado a los puntos a partir de criterios 
estilísticos. Estos resultados han sido interpretados en varias publicaciones (FORTEA, 
PETTITT & BAHN, 2003) de diferentes maneras: contaminación de las muestras, 
presencia de carbón fósil, reutilización de carbones de épocas anteriores, diferencias en 
los pretratamientos, repintes… Este debate ha sido retomado recientemente por el equipo 
de investigación actual y el laboratorio de Gif-sur-Ivette (CORCHÓN ET AL., 2014), con la 
obtención de nuevas muestras, tanto de carbón como de calcitas para el análisis mediante 
C14AMS y Series de U. Los resultados de las dataciones C14AMS de los puntos negros 
13, 15 y 16 –4 fechas– presentan un rango muy amplio de entre 27.210 y 21.235 cal BP 
que los autores asocian al bisonte negro datado previamente por Fortea (27.441-26.235 
FDO%3KDEODQGRGHODSRVLELOLGDGGHXQKRUL]RQWHJU£ᚏFRGHSLQWXUDVQHJUDVFRQDOPHQRV
estas grafías y que estarían precedidos por una fase de pinturas amarillas (uros amarillos 
EDMRORVSXQWRV\XQDIDVHSUHYLDD«VWDFRPSXHVWDSRUXQKRUL]RQWHGHSLQWXUDVURMDVTXH
podría pertenecer al Auriñaciense o el Gravetiense. Las dataciones de series de U obtenidas 
SDUDPXHVWUDVGHFDOFLWDGHOXURDPDULOOR\ ODVSXQWXDFLRQHVQHJUDVQRVRQVLJQLᚏFDWLYDV
D³RVDXQTXHಯSUXHEDQರODGDWDSDOHRO¯WLFDGHOFRQMXQWR/DVGDWDFLRQHVGH
C14 AMS obtenidas a partir de tres muestreos diferentes muestran una problemática de base 
debida bien a contaminaciones bien a un muestreo inadecuado, en ninguna de las fases se 
han obtenido fechas similares generando cuestiones de difícil resolución que no permiten 
avanzar en el marco cronológico general. 
En Pondra se llevaron a cabo cuatro dataciones mediante TL (GONZÁLEZ-SAINZ & SAN 
MIGUEL, 2001). Dos asociadas al ciervo 16 realizado con la técnica del tamponado: una 
que data la concreción sobre la que se realizó el motivo y otra de una red de cordones 
HVWDODJP¯WLFRVTXHFXEUHODᚏJXUD/DVRWUDVGRVGDWDFLRQHVFRUUHVSRQGHQDODVᚏJXUDFLRQHV




una formación que aparentemente se superpone al morro del caballo. La composición se 
realizaría en 2 fases: antes de 35.750±4.730 años se pintó la línea, el caballo se grabaría 
después de esta fecha y antes de 22.595±2.338 años. El problema es que la relación entre 
el grabado y la concreción no está del todo clara. Los autores opinan que las dataciones 
REWHQLGDVHVW£QHQFRQWUDGLFFLµQFRQODVFDUDFWHU¯VWLFDVHVWLO¯VWLFDVGHOFRQMXQWRHVWLOR,,,
\ HV QHFHVDULD XQDPD\RU GLVFXVLµQ DO UHVSHFWR DGHP£V OD SUHFLVLµQ GH ODV GDWDFLRQHV
HVPX\EDMD SXHVWRTXH LPSOLFDU¯D XQ UDQJRGHPDVLDGRDPSOLR FRPRSDUDSRGHU VDFDU
conclusiones válidas. 
8Q JUDQ ಯFODYLIRUPHರ URMR GHO WHFKR GH SRO¯FURPRV GH OD FXHYD GH $OWDPLUD IXH GDWDGR
(GARCÍA-DIEZ ET AL.PIKE ET AL., 2012) mediante series de Uranio. La fecha obtenida 
indica una antigüedad mínima de 37000 años sugiriendo un uso más antiguo, y en varias 
fases, de lo que se pensaba de la cavidad.
En la cueva de El Castillo se obtuvieron tres dataciones de época Auriñaciense mediante 
series de Uranio (GARCÍA-DIEZ, GARRIDO, ET AL.PIKE ET AL.XQGLVFRURMR
de la Galería de los Discos, y otras dos en el Panel de las Manos: una mano en negativo 
cuyo resultado aumenta sustancialmente el margen cronológico de las manos, que hasta la 
IHFKDVHFRQVLGHUDEDQJUDYHWLHQVHVFDO%3\XQGLVFRURMRFX\DGDWDFLµQ
similar a la de la mano, podría indicar, según los autores, que la composición completa del 
panel (unas cuarenta manos, signos y discos) tienen al menos 40.800 años.
(Q7LWR%XVWLOOR VH REWXYR OD GDWDFLµQ GHOPRWLYR ᚏJXUDWLYRP£V DQWLJXR GDWDGR KDVWD OD
IHFKDPHGLDQWHVHULHVGH8VHWUDWDGHXQDᚏJXUDDQWURSRPRUIDORFDOL]DGDHQOD*DOHU¯DGH
los Antropomorfos. Se tomaron dos muestras, una ante quem y una post quem, resultando 
GRV IHFKDV TXH QRV LQGLFDQ XQ ODSVR HQWUH  \  VLWXDQGR OD HMHFXFLµQ GH OD
representación entre el Auriñaciense reciente y el Gravetiense (PIKE ET AL., 2012).
En unos artículos de reciente publicación (ABAUNZA GARCÍA-DIEZ & OCHOA, 
2015) se analizan los soportes con decoración mueble de inicios del Paleolítico superior 
GHVGHXQSXQWRGHYLVWDFU¯WLFRHOLPLQDQGRDTXHOORVTXHWLHQHQXQDDWULEXFLµQHVWUDWLJU£ᚏFD
\ SRU OR WDQWR FURQROµJLFD GXGRVD FRQ OD ᚏQDOLGDG GH KDFHU XQ DQ£OLVLV ORP£V REMHWLYR
SRVLEOH /D ¼QLFD SLH]D ᚏJXUDWLYD DWULEXLGD D HVWH SHULRGR HV XQD SODTXHWD GH DUHQLVFD
SURFHGHQWH GHO \DFLPLHQWR GH&RYDOHMRV FRQ WUD]RV VLQXRVRV TXH SRGU¯DQ FRQVWLWXLU XQD
RYDU¯DVᚏJXUDVDQLPDOHVTXL]£VGH«TXLGR6LQHPEDUJR¼QLFDPHQWHFRQWDPRVFRQXQD
publicación preliminar de este hallazgo, por lo que no podemos sacar ninguna conclusión 
cronológica dada la imposibilidad de determinar los rasgos estilísticos. Asimismo, se 
menciona la existencia de otras dos plaquetas con grabados muy sumarios de vulvas, pero 
DOLJXDOTXHHQHOFDVRDQWHULRUQRVHGHVFULEHQQLVHSXEOLFDXQDᚏJXUDRIRWRJUDI¯DSRUOR
que no podemos incluirlas en el análisis (SANGUINO & MONTES BARQUÍN, 2005).
En Hornos de la Peña se localizó un frontal de caballo con unos cuartos traseros de équido 
grabados que fue atribuido al Auriñaciense y fue una de las bases que utilizó Breuil para 
OD VLVWHPDWL]DFLµQ GHO SULPHU DUWH ᚏJXUDWLYR ALCALDE DEL RÍO, BREUIL, & SIERRA, 
BARANDIARÁNBREUIL & OBERMAIER, 1912). Sin embargo, su atribución 
FURQROµJLFDHVSUREOHP£WLFD DSDUHFHQPH]FODGRVPDWHULDOHV GHGRVSHULRGRVGLIHUHQWHV
(Auriñaciense y Solutrense) en la misma capa y las dudas que expresaron los investigadores 
en su momento y una datación radiocarbónica correspondiente al Solutrense  (BOWMAN & 
BALAAMQRVKDFHQGHVFDUWDUHVWHREMHWRSDUDODVLVWHPDWL]DFLµQGHODUWHSDOHRO¯WLFR
cantábrico a pesar de la documentación aportada recientemente (TEJERO, CACHO, & 
BERNALDO DE QUIRÓS, 2008) (Fig. 5.1). 
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Figura. 5 1. Algunos motivos datados mediante diversos métodos, cuyos resultados indican una cronología Auriñaciense 
40/39 ky-34,5/33ky). Arte parietal: A) Altamira: gran claviforme (PIKE et al. 2012); B) El Castillo: disco rojo (PIKE et al. 
2012); C) El Castillo: mano en negativo (GARCÍA-DIEZ et al. 2015); D) Pondra: Ciervo punteado (GONZÁLEZ-SAINZ 
and SAN MIGUEL 2001); E) Tito Bustillo: antropomorfo (BALBÍN-BEHRMANN et al. 2003); F) Candamo: puntos negros 
)257($  $UWH PXHEOH * &RYDOHMRV SODTXHWD FRQ SRVLEOHV UHSUHVHQWDFLRQHV ¿JXUDWLYDV 6$1*8,12 DQG
MONTES BARQUÍN 2005); H: Hornos de la Peña: Frontal de caballo con cuartos traseros de équido (TEJERO et al. 
2008).
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3.2. Gravetiense (~34.500/33.000-25.000/24.500 calBP) 
Se han obtenido 4 dataciones C14AMS correspondientes al Gravetiense, dos de la cueva del 
Conde, una de Candamo y otra de El Calero II. En El Conde se dataron carbones hallados 
MXQWR DO FRQMXQWR % GH JUDEDGRV SDUD REWHQHU XQD IHFKD P¯QLPD FORTEA, 2007), las 
dos dataciones proporcionaron fechas correspondientes al Gravetiense, indicando que el 
FRQMXQWRVHGHELµUHDOL]DUDQWHVGHOFDO%3FORTEA, 2000). Sin embargo, la relación 
entre los sedimentos y las dataciones no se explica de forma clara y los grabados se sitúan 
prácticamente en su totalidad sobre el nivel 0 (FERNÁNDEZ-REY, ADÁN, ARBIZU, & 
ARSUAGA, 2005).
/DGDWDFLµQGH&DQGDPRFRUUHVSRQGHDOELVRQWHVHHOLJLµSRUTXHVHVXSHUSRQHD OD
cierva 8 y se infrapone a los ciervos 6 y 7, realizados con grabado tipo Altamira-El Castillo 
(FORTEA, 2007), lo que lo sitúa como mínimo en el Magdaleniense inferior. Según Fortea 






En la zona IV de La Garma se encuentra un panel individualizado y con buena visibilidad. 
En él se pueden diferenciar varias etapas, tanto de grabado, como de pintura. Han sido 
realizadas 6 dataciones mediante series de U (ARIAS, ONTAÑÓN, IIIPC & CSIC, 2008), 
GRVGHHOODVVREUHFRQFUHFLRQHVEDMRODVᚏJXUDFLRQHVTXHQRVSURSRUFLRQDQXQDIHFKDSRVW
TXHPGH ODHMHFXFLµQ6REUH OD ᚏJXUDXQDFDEUDSLQWDGDFRQ WDPSRQDGR\X[WDSXHVWR
a la derecha del panel, se procesaron 3 muestras de una concreción sobre el lomo. Los 
resultados son bastante coherentes entre sí, incluso se solapan, lo que indica con bastante 
probabilidad que la formación tiene al menos 26000 años. González-Sainz (2003) concluye 
que las dos cabras y el uro del panel se realizarían en un momento más antiguo del que se 
SODQWHDPHGLDQWHHOHVWXGLRHVWLO¯VWLFR,,,$QWLJXR/DᚏJXUD WDPEL«QKDSURSRUFLRQDGR
XQDIHFKDDQWHTXHPQRREVWDQWHHOUHVXOWDGRHVGHPDVLDGRDQWLJXRFRPRSDUDWHQHUVH
en consideración. En la zona IV se han obtenido resultados complementarios a los de series 
de U, la muestra MAD-971 proporciona una fecha post quem para la realización del panel, 
PLHQWUDVTXHODPXHVWUD0$'GDWDODᚏJXUDHQsD³RVORTXHQRFRLQFLGH
con los resultados proporcionados por series de U, aunque, al menos reitera la antigüedad 
GHODᚏJXUDFLµQ
En la zona VI se llevaron a cabo dos dataciones por Series de U, una ofrece una fecha 
post quemSRFRVLJQLᚏFDWLYD \RWUDGHXQDFRQFUHFLµQVREUHXQDPDQRHQQHJDWLYRHQ
URMRFX\RVUHVXOWDGRVVLWHQHPRVHQFXHQWDODGHVYLDFLµQD˰ODVLWXDU¯DQHQHOSHULRGR
Auriñaciense o Gravetiense (ARIAS ET AL., 2008). 
Durante las excavaciones de La Viña se localizaron grabados compuestos por series de 
líneas verticales y preferentemente paralelas cubiertas por niveles asignados, dependiendo 
GHO £UHD DO 3HULJRUGLHQVH ᚏQDO 6ROXWUHQVH LQLFLDO 6ROXWUHQVH VXSHULRU \0DJGDOHQLHQVH
cántabro-pirenaico. Por lo tanto podríamos considerarlos como fechas ante quem para este 
FRQMXQWR)RUWHDDGHP£VSURSXVRRWURDUJXPHQWRUHODWLYRXQDLQFLVLµQTXHGµFXELHUWDSRU
una concrección calcítica depositada en el estrato correspondiente al Solutrense inicial, la 
presencia de calcita en el nivel X retrasaría la datación al Auriñaciense (FORTEA, 1994).
(QXQWUDEDMRSUHYLRDQDOL]DPRVGARCÍA-DIEZ & OCHOA, 2012a, 2015) con detenimiento 
ORV REMHWRV PXHEOHV DVLJQDGRV DO SHULRGR *UDYHWLHQVH GHVGH XQ SXQWR GH YLVWD FU¯WLFR
eliminando del estudio aquellas piezas que no tenían una atribución clara, con la intención 
GHDQDOL]DUHOHVWLORGHODUWHPXHEOH*UDYHWLHQVH3DUD OD&RUQLVD&DQW£EULFDHOFRQMXQWR
se reduce a tres soportes: un compresor con una representación de bisonte –El Castillo–, 
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Figura 5.2. Algunos motivos datados mediante diversos métodos, cuyos resultados indican una cronología Gravetiense 
(34,5/33ky-25/24ky). Arte parietal: A) El Castillo: Disco rojo(PIKE ET AL., 2012); B) Candamo: Bisonte negro (GONZÁLEZ-
SAINZ, CACHO, & FUKUZAWA, 2003); C) El Conde: Grabados lineales profundos (FORTEA, 2000); D) Venta Laperra, 
trazos lineales (ARIAS ET AL., 1998); E) La Garma: Panel zona IV(ACDPS, 2010); Arte mueble: F) El Castillo: 
FRPSUHVRUJUDEDGRFRQXQELVRQWH%$5$1',$5È1*0RULQFRPSUHVRUJUDEDGRFRQXQD¿JXUDDQWURSRPRUID
(BARANDIARÁN, 1973); H) Antoliñako koba: percutor grabado con un prótomo de cierva (AGUIRRE, 2007).
Parte I. Bases cronológicas
131
XQ FRPSUHVRU FRQ XQD ᚏJXUD DQWURSRPRUID FRPSOHWD ದ&XHYD0RU¯Qದ \ XQ SHUFXWRU FRQ
el prótomo de una cierva grabada –Antoliñako koba–. A través de su análisis detallado 
se asignaron a diferentes fases del Gravetiense, entre 31.347 y 24.500 calBP, y se 
FDUDFWHUL]DURQGHVGHHOSXQWRGHYLVWDIRUPDO\HVWLO¯VWLFRFRQHOREMHWLYRGHXWLOL]DUODVFRPR
base para una comparación estilística con el arte parietal: expresión sumaria de la anatomía 
UHGXFLGDDOFRQWRUQRFUH£QGRVHᚏJXUDVGHSHUᚏOUHSUHVHQWDGDVWDQWRGHIRUPDFRPSOHWDದ
Morín y El Castillo– como parcial –Antoliñako koba–. El movimiento es nulo, aunque dos de 




variable entre las representaciones y dentro de las mismas: modulante, extremadamente 
modulante y rígido. Estas características se pueden extrapolar a representaciones similares 
que encontramos en el arte parietal cantábrico como pueden ser las representaciones de 
bisontes de El Castillo, Santo Adriano y Venta Laperra o el antropomorfo de Tito Bustillo, del 
que hemos hablado anteriormente, y las ciervas de Cualventi, Pondra, Peña de Candamo, 
Covalanas, etc. (GARCÍA-DIEZ & OCHOA, 2012b) (Fig. 5.2). 
3.3. Solutrense (~25.000/24.000-20.000-19.600 calBP)
(Q(O&DVWLOORVHKDQREWHQLGRGRVGDWDFLRQHVFRUUHVSRQGLHQWHVDOFDEDOORGHOFRQMXQWR
 ORV UHVXOWDGRVDPERVSHUWHQHFLHQWHVD OD IUDFFLµQGHFDUERQRSXUR &3 ORDVLJQDQ
al Solutrense pero son muy problemáticos, puesto que no se solapan entre sí, ni siquiera 
D ˰ GONZÁLEZ-SAINZ  (VWR MXQWR FRQ RWURV FDVRV TXH FRQWHPSODUHPRV
posteriormente, nos indica una amplia problemática con respecto a las fechas de El Castillo 
que no aportan información nueva. En Candamo se analizaron las muestras procedentes de 
unas proyecciones negras descritas por HERNÁNDEZ-PACHECO (1919) como productos 
PDJQHV¯IHURVVXDQ£OLVLVDOPLFURVFRSLRLQGLFDXQGHFDOFLRORTXHSRGU¯DLQGLFDUTXH
el carbón era de hueso y no vegetal como es habitual (FORTEA, 2000, 2007).
El gran caballo punteado de Altamira fue datado mediante series de Uranio, obteniéndose 
una edad al menos Solutrense, indicando que el techo de los Polícromos se utilizó durante 
un amplio lapso temporal (PIKE ET AL., 2012). En El Castillo se dató, a través del mismo 
método, otra mano en negativo obteniéndose un resultado que abarca entre el Gravetiense 
y el Solutrense, en un lapso temporal consistente con la atribución cronológica habitual 
que ya hemos comentado acerca de este motivo. Asimismo, se dató en este periodo 
una representación indeterminada trazada en pigmento negro cuyo resultado sugiere 
XQD FURQRORJ¯DP£V UHFLHQWH SDUD DOJXQDV ᚏJXUDV QHJUDV TXH WUDGLFLRQDOPHQWH VH KDQ
considerado Magdalenienses.  
La obtención de una datación post quem mediante series de U en Tito Bustillo indica que 
OD ᚏJXUD9,,,,, LGHQWLᚏFDGD FRPRXQDEDOOHQD VHU¯DSRVWHULRU DD³RVSRU OR TXH
pertenecería al Solutrense o Magdaleniense (BALBÍN-BEHRMANN & ALCOLEA, 2013).
La cueva de Venta Laperra fue la primera datada mediante TL para comprobar la validez del 
P«WRGR6HHOLJLHURQGRVPRWLYRVQRᚏJXUDWLYRVXQR0$'MXQWRDIRUPDVDQLPDOHV
\TXHVHSLHQVDTXHSXHGHVHUVLQFUµQLFRGH«VWDVSRUODW«FQLFDGHHMHFXFLµQ\RWURGH
los motivos lineales situados en la boca de la cueva (MAD-985) (ARIAS ET AL., 1998). Los 
UHVXOWDGRVPX\ VHPHMDQWHV SRU OR TXH SUREDEOHPHQWH FRUUHVSRQGDQ D XQDPLVPD IDVH
JHROµJLFDFRQᚏUPDQODGDWDSDOHRO¯WLFDGHODVUHSUHVHQWDFLRQHV\SURSRUFLRQDQXQWHUPLQXV
DQWHTXHPTXHODVVLWXDU¯DFXDQWRPHQRVHQIDVHVᚏQDOHVGHO6ROXWUHQVH
En la cueva de El Buxu se localizaron en los niveles 2 y 3 (Solutrense superior) cuatro 
fragmentos de la pared, desprendidos como consecuencia de la gelifracción, con motivos 
lineales y esquemas zoomorfos. Los primeros probablemente grabados en la propia pared 
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Figura 5.3. Algunos motivos datados mediante diversos métodos, cuyos resultados indican cronología Solutrense 
(25/24ky-20/19,6ky). Arte parietal: A) Altamira: Caballo punteado (GARCÍA-DIEZ ET AL., 2013); B) El Castillo: Mano en 
negativo (GARCÍA-DIEZ, GARRIDO, ET AL., 2015); C) El Castillo: Caballo conjunto 25-27 (ALCALDE DEL RÍO ET AL., 
1911); Arte Mueble: D) Venus de El Pendo (CORCHÓN, 2004); E) El Buxu: Ave tallada sobre canino de oso (CORCHÓN, 
2004); F) Bolinkoba: Extremidad de zoomorfo (CORCHÓN, 2004); G) Las Caldas: Caballo grabado sobre fragmento de 
hueso (CORCHÓN, 2004).
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y los segundos grabados tras la fragmentación de los bloques. Su localización en un estrato 
DGVFULWR D IDVHV ᚏQDOHV GHO 6ROXWUHQVH VXSHULRU QRV SHUPLWH DVRFLDUORV D HVWH SHULRGR
(MENENDEZ, 1999).  
(ODUWHPXHEOHᚏJXUDWLYRFRQWLQ¼DVLHQGREDVWDQWHHVFDVRSDUDHO6ROXWUHQVHFDQW£EULFR
Se han localizado tres piezas de carácter escultórico asociadas a materiales solutrenses: 
una extremidad de zoomorfo localizada en el yacimiento de Bolinkoba correspondiente al 
Solutrense medio (CORCHÓN  XQ FRQWRUQR GH DYH VREUH FROPLOOR GH RVR GH ODV
cavernas procedente de El Buxu, “probablemente” del Solutrense superior (CORCHÓN, 
S\WDPEL«QVHOHKDDWULEXLGRWUDGLFLRQDOPHQWHXQDFURQRORJ¯DVROXWUHQVHDOD
llamada “venus de El Pendo” también asociada al Solutrense superior, aunque no podemos 
negar la carencia de sistemática en las excavaciones de Carballo y Larín, por lo que su 
FURQRORJ¯DSRGU¯DVHUGLVFXWLEOH/RPLVPRRFXUUHFRQHOFRQMXQWRGHIUDJPHQWRVGHRPµSODWR
grabados con ciervas tipo Altamira-El Castillo localizadas en las excavaciones de Alcalde del 
Río entre 1903 y 1906, seis según Barandiarán (1976, pp. 69–71) y cuatro según Corchón 
(1986, p. 266). Su atribución al Solutrense ha sido ampliamente discutida (BARANDIARÁN, 
SSದDOHJ£QGRVHTXHSUREDEOHPHQWHVHWUDWHGHSUREOHPDVHVWUDWLJU£ᚏFRV\TXH
FRUUHVSRQGDQHQUHDOLGDGDO0DJGDOHQLHQVHLQIHULRUFXHVWLµQFRQᚏUPDGDSRUODVGDWDFLRQHV
de algunos de los omóplatos o de los niveles arqueológicos en los que se localizaron (HERAS 
ET AL.&RUFKµQPHQFLRQDXQDGL£ᚏVLVXWLOL]DGDFRPRFXFKLOORORFDOL]DGDHQHO
yacimiento de Las Caldas en el que se representó la parte anterior de un équido con un 
carácter muy esquemático (Fig. 5.3). 
3.4 Magdaleniense inferior (~20.000-19.600-17.500/17.200 calBP)
La mayor parte de dataciones correspondientes al Magdaleniense inferior pertenecen a 
$OWDPLUD(QHO7HFKRGHORV3RO¯FURPRVVHKDQGDWDGRWUHVᚏJXUDVDVLPLODGDVPHGLDQWH
criterios estilísticos, al Magdaleniense medio. De las tres dataciones correspondientes a 
OD ᚏJXUD;;;,,,F MOURE, GONZÁLEZ-SAINZ, BERNALDO DE QUIRÓS, & CABRERA, 
GRVVHDVHPHMDQPXFKRXQDGH&3\VXIUDFFLµQK¼PLFD)+ODRWUDVHVRODSDFRQ
las dos anteriores, pero en un margen muy pequeño. Del bisonte XXXVI fueron datadas 
las fracciones de CP y la FH, siendo los resultados prácticamente equivalentes. El tercer 
bisonte, XLIV, apunta, en las tres fechas obtenidas y a pesar de fuertes diferencias entre 
V¯DXQDFURQRORJ¯DP£VUHFLHQWHTXHORVGRVDQWHULRUHV'DGDVXVHPHMDQ]DHOFRQMXQWR
VHKDE¯DFRQVLGHUDGRVLQFUµQLFRVLQHPEDUJRODVIHFKDVREWHQLGDVLQGLFDQXQDGLDFURQ¯D
perteneciendo los dos primeros (XXXIIc y XXXVI) al Magdaleniense Inferior y el tercero XLIV 
al Magdaleniense medio. 
En la denominada serie negra de Altamira, asociada al estilo III de Leroi-Gourhan 
aunque con elementos que apuntan al estilo IV, han sido datados 4 motivos: una marca 
negra ha proporcionado la fecha más antigua que quizás se podría asociar a una de las 
primeras incursiones (MOURE ET AL.XQVLJQRWDPEL«QGHODVSULPHUDVHWDSDVGHO
0DJGDOHQLHQVHLQIHULRUXQDO¯QHDQHJUDLQIUDSXHVWDDXQDFLHUYDHVWULDGD\SUREDEOHPHQWH
de la misma cronología que ésta y la llamada cierva de “La Hoya”. Todas estas fechas 
corroboran, a grandes rasgos, la cronología estilística que se les había asignado.
(Q(O&DVWLOORVHKDQREWHQLGRGRVIHFKDVVREUHXQDPLVPDᚏJXUDFLµQODFDEUDGHOFRQMXQWR
56-57. Sin embargo, las dos tienen entre sí una diferencia de casi mil años y no se solapan 
D˰HVGHFLUVRQLQFRPSDWLEOHVMOURE & GONZÁLEZ-SAINZ, 2000). Ambas sitúan la 
ᚏJXUDFLµQHQHO0DJGDOHQLHQVHLQIHULRUSHURQRFRQFHGHQXQDPD\RUSUHFLVLµQ\QRVKDEODQ
GHXQSUREOHPDTXHVHH[WLHQGHDORVRWURVFRQMXQWRVGDWDGRVHQODFXHYD
En Chimeneas dataron dos motivos, el ciervo 20 y el panel de signos 14, obteniéndose, 
SHVHDODLGHDJHQHUDOL]DGDGHODVLQFURQ¯DGHOFRQMXQWRGRVIHFKDVVHSDUDGDVSRUFDVLPLO
años, situando al ciervo en el Magdaleniense antiguo y los signos al medio (MOURE ET AL., 
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Figura 5.4. Algunos motivos datados mediante diversos métodos, cuyos resultados indican cronología Magdaleniense 
inferior (20/19,6ky-17,5/17,2ky). Arte parietal: A) Altamira: Bisonte XXXIIIc (GONZÁLEZ-SAINZ ET AL., 2003); B) 
Altamira: Bisonte XXXVI (GONZÁLEZ-SAINZ ET AL., 2003); C) Altamira: Bisonte XLIV (GONZÁLEZ-SAINZ ET AL., 
2003); D) Altamira: Cierva “La Hoya” (GONZÁLEZ-SAINZ ET AL., 2003); E) El Castillo: Cabra 56-57 (ALCALDE DEL 
RÍO ET AL., 1911); F) Chimeneas: Ciervo 20; G) Ekain: Caballo 29 (GONZÁLEZ-SAINZ ET AL., 2003); H) Tito Bustillo: 
Caballo 56 (GONZÁLEZ-SAINZ ET AL., 2003).
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/DFRQWUDGLFFLµQHVHVSHFLDOPHQWHVLJQLᚏFDWLYDHQHOFDVRGHORVVLJQRVSXHVWRTXH
implicaría un amplio rango de uso de los mismos (GONZÁLEZ-SAINZ, 1999).
(NDLQKDRIUHFLGRXQFRQMXQWRGHIHFKDVFRQLPSRUWDQWHVFRQWUDGLFFLRQHVLQWHUQDV6µORXQR
de los motivos, el caballo 29, ha ofrecido fechas paleolíticas y con incompatibilidades entre la 
FH (Magdaleniense inferior) y la de CP (Magdaleniense medio) (GONZÁLEZ-SAINZ, 2005). 
En Tito Bustillo se han obtenido dos fechas correspondientes al Magdaleniense inferior: 
una correspondiente a la FH del caballo 56, y que constituye la datación más antigua de las 
WUHVPXHVWUDVDQDOL]DGDVODVRWUDVGRVVRQSRVWSDOHRO¯WLFDV/RPLVPRRFXUUHFRQHOFDEDOOR
58, de las cuatro fechas obtenidas, la más antigua corresponde a la FH (Magdaleniense 
antiguo-medio) y dos dan resultados postpaleolíticos (BALBÍN-BEHRMANN ET AL. 
FORTEA, 2007) (Fig. 4).
/DDEXQGDQFLDGHVRSRUWHVPXHEOHVᚏJXUDWLYRVTXHVHKDQORFDOL]DGRDSDUWLUGHHVWDIDVH
y a lo largo de todo el Magdaleniense nos obliga a llevar a cabo un análisis más somero de 
cada fase dado que nos extenderíamos en exceso, por ello hablaremos de estilos y técnicas 





e incluso en la totalidad del interior del contorno. Las representaciones aparecen grabadas, 
generalmente sobre omóplatos, en los yacimientos de El Cierro, El Juyo, Altamira, El Castillo 
y Bolinkoba y presentan unas características muy vinculantes entre sí: el contorno hace 
I£FLOPHQWHUHFRQRFLEOHDODQLPDOORVUHOOHQRVUHSUHVHQWDQHOSHODMH\HOYROXPHQVRQᚏJXUDV
desproporcionadas, con cuerpo masivo, cabeza pequeña y extremidades pequeñas, se 
representan rígidos y la perspectiva es variable (GARCÍA-DIEZ, 2002). Por otro lado, en toda 
OD&RUQLVD&DQW£EULFDDSDUHFHXQFRQMXQWRGHUHSUHVHQWDFLRQHVP£VಯVLPSOLVWDVರ LQFOXVR
geométricas, que aparecen en costillas, bastones, cinceles y azagayas que representan 
rebecos, ciervos, uros y équidos (Fig. 5.4).
3.5. Magdaleniense medio (~17.500/17.200-16.500/16.000 calBP) 
En la cueva del Castillo se obtuvieron un gran número de dataciones en los bisontes 18a, 
18b, 18c y 19 que se encuentran en el Panel de los Polícromos (MOURE ET AL. 
MOURE & GONZÁLEZ-SAINZ VALLADAS & AL., 1992). Los resultados son muy 
GLVSHUVRVSHURQRVµORHQWUHᚏJXUDVVLQRWDPEL«QHQWUHODVGDWDFLRQHVGHXQDPLVPDᚏJXUD
obteniéndose un rango que va desde el Magdaleniense medio al Aziliense, en lo que se 
pensaba que era un panel sincrónico. Según González-Sainz (2005) se podrían diferenciar 
tres fases: una primera representada por el bisonte 19, perteneciente a un momento antiguo 
del Magdaleniense medio. Una segunda fase, constituida por los bisontes 18a y 18b de 
inicios del Magdaleniense superior y una última fase, si se toma la FH, que situaría al bisonte 
FHQHO0DJGDOHQLHQVHᚏQDO6LQHPEDUJRQRVHSXHGHQREYLDU ORVSUREOHPDVTXHVH
REVHUYDQHQHVWHFRQMXQWRSUREDEOHPHQWHSURGXFLGRVSRUFRQWDPLQDFLµQORTXHQRVREOLJD
a tomar las dataciones con precaución. 
Las fechas obtenidas en Covaciella, correspondientes a los bisontes 25 y 26, son muy 
coherentes entre sí y con sus respectivas FH, lo que indica una contaminación mínima y 
XQDSUREDEOHVLQFURQ¯DGHOFRQMXQWRFORTEA ET AL., 1995). 
En La Pasiega las fechas correspondientes a la cabra 67 son coherentes entre sí, situando 
ODᚏJXUDHQHO0DJGDOHQLHQVHPHGLRWDO\FRPRVHKDE¯DSURSXHVWRGONZÁLEZ-SAINZ, 
2005). Sin embargo, la fecha no coincide con las dataciones realizadas al bisonte 88 que 
OR VLW¼DQ HQ HO 0DJGDOHQLHQVH VXSHULRU URPSLHQGR OD LGHD GH VLQFURQ¯D GHO FRQMXQWR \
llevando a algunos autores (ALCOLEA & BALBÍN-BEHRMANN, 2007) a plantearse si hay 
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Figura 5.5. Algunos motivos datados mediante diversos métodos, cuyos resultados indican cronología Magdaleniense 
medio (17,5/17,2ky-16,5/16ky). Arte parietal: A) El Castillo: Bisonte 19 (GONZÁLEZ-SAINZ, 2005); B) La Pasiega: 
Cabra 67 (BREUIL, OBERMAIER, & ALCALDE DEL RÍO, 1913); C) Covaciella: Bisontes 25 y 26; D) Chimeneas: Panel 
de signos 14.
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IIIPC, & CSICGONZÁLEZ-SAINZ, 2005).
En arte mueble durante el Magdaleniense medio se produce una ruptura frente al 
Magdaleniense inferior con la desaparición de los omóplatos grabados tipo “Altamira-
(O&DVWLOORರ/DV UHSUHVHQWDFLRQHVᚏJXUDWLYDVVHFDUDFWHUL]DQSRU ODDSDULFLµQGHDOJXQDV
especies de fauna fría, se desarrollan las técnicas de grabado utilizándose algunas nuevas 
ದUHOLHYHEDMRUUHOLHYHHVFXOWXUDPRGHODGRVRPEUHDGRದDSDUHFHQDOJXQDVSLH]DVTXHVH
SRGU¯DQFDUDFWHUL]DUFRPRHVFXOWµULFDVODVᚏJXUDVVRQP£VFRKHUHQWHV\SURSRUFLRQDGDV
aunque se mantiene su estatismo y se continúa utilizando la perspectiva múltiple. Los 
yacimientos principales son La Paloma, Las Caldas, La Viña, Llonín, Entrefoces, Cova Rosa, 
La Lloseta, Cueto de la Mina, Santimamiñe y Ermittia. Durante el Magdaleniense medio 




bisonte denominado “morfotipo pirenaico”, caracterizado por la modulación de las líneas de 
contorno, una perspectiva global coherente, una coherencia en las proporciones, la atención 
por los detalles anatómicos, el tratamiento de interiores, y la preocupación por el volumen 
y la masividad del cuerpo animal (GARCÍA-DIEZ, OCHOA, RODRIGUEZ-ASENSIO (EDS.), 




esta cueva era muy alta la probabilidad de contaminación puesto que fue un almacén de 
TXHVRV(O ELVRQWH  SURSRUFLRQµ GRV IHFKDV DFHSWDEOHV \ GRV GHPDVLDGR UHFLHQWHV QR
obstante el resultado es asimilable a la cronología relativa (FORTEA, 2007).
En Monedas se hicieron tres dataciones, dos a la cabra 16 y otra al caballo 20. Aunque 
una de las correspondientes a la cabra no se solapa con la otra, una de ellas es compatible 
con la del caballo (FORTEA$SHVDUGHHVWRODVGDWDFLRQHVQRVFRQᚏUPDQTXHHO
FRQMXQWRSHUWHQHFHDO0DJGDOHQLHQVHVXSHULRUᚏQDO\SUREDEOHPHQWHVHDVLQFUµQLFRGDGDV
sus características técnicas y estilísticas (GONZÁLEZ-SAINZ, 2005). 
/DV GDWDFLRQHV GHO ELVRQWH  GH 7LWR %XVWLOOR FRUUHVSRQGHQ D ORV PRPHQWRV ᚏQDOHV GHO
Magdaleniense superior. Las fechas obtenidas fueron cuestionadas en un primer momento, 
a pesar de la coherencia de los resultados, puesto que encima se encuentra un ciervo 
estriado datado estilísticamente en el Magdaleniense inferior. Sin embargo, tras varias 
observaciones, se ha discutido la existencia de una superposición (FORTEA, 2007).
(Q&XHYD8UGLDOHVVHGDWµHO%LVRQWHGHOSDQHOᚏQDOGH ODFDYLGDG VALLADAS ET AL., 
ODGDWDFLµQFRUUHVSRQGLHQWHDO0DJGDOHQLHQVHVXSHULRUSUHVHQWDXQDFRLQFLGHQFLD
cronológica con las dataciones de otros bisontes parietales similares localizados en los 
Pirineos u otras cavidades de la cornisa cantábrica (Magdaleniense inicial a Magdaleniense 
VXSHULRUᚏQDO$XQTXHVXSRQHXQDIHFKDUHFLHQWHHQFXDQWRDELVRQWHVPXHEOHVVLPLODUHV
TXHVHDVRFLDQIXQGDPHQWDOPHQWHDO0DJGDOHQLHQVHPHGLRV¯TXHKD\DOJXQRVHMHPSODUHV
TXHVHDVRFLDQDO0DJGDOHQLHQVHVXSHULRUᚏQDO GARCÍA-DIEZ, OCHOA, ET AL., 2015, p. 
VIGIOLA-TOÑA, 2014).
Recientemente, se ha publicado una datación C14AMS de Candamo correspondiente a la 
Blanca Ochoa Fraile
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Figura 5.6. Algunos motivos datados mediante diversos métodos, cuyos resultados indican cronología Magdaleniense 
superior (16,5/16ky-13,6/13,3ky). Arte parietal: A) El Castillo: Bisonte 18a (GONZÁLEZ-SAINZ, 2005); B) El Castillo: 
Bisonte 18b (GONZÁLEZ-SAINZ, 2005); C)El Castillo: Bisonte 18c (GONZÁLEZ-SAINZ, 2005); D) La Pasiega: Bisonte 88 
(BREUIL ET AL., 1913); E) Llonín: Bisonte (FORTEA, 2007) 4; F) Urdiales: Bisonte (MONTES, MUÑOZ-FERNÁNDEZ, & 
MORLOTE, 2005) 2; G) Candamo: Cabra SGB.VI.I (CORCHÓN ET AL., 2013); H) Las Monedas: Cabra 16 (GONZÁLEZ-
6$,1=(7$/,/DV0RQHGDV&DEDOOR*21=È/(=6$,1=(7$/-(O0LUyQ*UDEDGRVQR¿JXUDWLYRV
(GARCÍA-DIEZ ET AL., 2012); K) Tito Bustillo: Bisonte 3 (GONZÁLEZ-SAINZ ET AL., 2003).
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Figura 5.7. Algunos ejemplos de arte mueble magdaleniense. Magdaleniense inferior (20/19,6-17,5ky/17,2ky): A) Bolinko-
ba (BARANDIARÁN, 1994); B) El Castillo (CORCHÓN, 1986); C) El Juyo (CORCHÓN, 1986). Magdaleniense medio 
(17,5/17,2ky-16,5/16ky): D) La Viña (CORCHÓN, 1986); E) La Paloma (CORCHÓN, 2004); F) Las Caldas (CORCHÓN, 
*\+/D*DUPD,QIHULRU&25&+Ï10DJGDOHQLHQVHVXSHULRU¿QDON\N\,7LWR%XVWLOOR




cabra SGB.VI.I, de formato casi completo y que presenta rellenos interiores, obteniéndose 
XQDIHFKDGHO0DJGDOHQLHQVHVXSHULRUᚏQDOCORCHÓN ET AL., 2013). La mala conservación 
GHO 0XUR GH ORV *UDEDGRV OOHYµ DO HTXLSR D GHVFDUWDU HO PXHVWUHR GH RWUDV ᚏJXUDV
PXHVWUH£QGRVHODFDEUDGHELGRDTXHVHORFDOL]DHQXQOXJDUDSDUWDGR\HQPHMRUHVWDGRGH
conservación, denominado “La Palmera”. 
En El Mirón se localizaron durante la excavación (GARCÍA-DIEZ, GONZÁLEZ-MORALES, 
& STRAUS  YDULRV FRQMXQWRV JU£ᚏFRV QR ᚏJXUDWLYRV VREUH XQ EORTXH GHVSUHQGLGR
de la pared de la cavidad. El hecho de que algunos de los grabados se localicen en el 
plano de fractura señala que fueron trazados tras la deposición del bloque en el nivel 110, 
y fueron cubiertos por completo por los sedimentos del nivel 105, lo que los situaría entre 
13.997-13.579 calBP (Nivel 102.1) y 16.770-16.229 calBP (Nivel 108), por lo que podemos 
considerar 13.579 como fecha ante quem y 16.770 como fecha post quem lo que situaría su 
HMHFXFLµQHQWUHHO0DJGDOHQLHQVHPHGLR\HO0DJGDOHQLHQVHVXSHULRU)LJ
En el Magdaleniense superior se produce una explosión artística en el arte mueble y los 
efectivos localizados en diferentes yacimientos son mucho más numerosos. Desaparecen 
las representaciones de fauna fría, siendo muy frecuentes las cabras, caballos, ciervos 
\ VDOPµQLGRV 6H PDQLᚏHVWD XQD GLYHUVLᚏFDFLµQ SXGL«QGRVH GLVWLQJXLU GRV WHQGHQFLDV
paralelas, una naturalista y otra que tiende hacia la esquematización de los motivos. Destaca 
la ausencia de superposiciones, tan frecuente en la fase anterior, y la técnica más utilizada 
HVHOJUDEDGRGHWUD]RᚏQRVLPSOHRP¼OWLSOH/DYDULDQWHQDWXUDOLVWDFRQWLQ¼DHQODPLVPD
WHQGHQFLDTXHHQODIDVHSUHYLDHYROXFLRQDQGRHQODH[SORUDFLµQGHORVGHWDOOHVGHODVᚏJXUDV
y empleando un amplio abanico de recursos de representación, con la intención de mostrar la 
ᚏJXUDORP£VᚏHOPHQWHSRVLEOHDODUHDOLGDGDXQTXHFRQIRUPDVP£VVLPSOLᚏFDGDV3RURWUR
lado, la tendencia a la esquematización se caracteriza por el simple trazado del contorno en 
el que se da preferencia a líneas rectas y angulosas en la conexión de las partes anatómicas, 
la ausencia de detalles internos y secundarios y la falta de recursos de representación 
%$5$1',$51   &25&+1   (O PD\RU H[SRQHQWH GH HVWD
vertiente hacia la esquematización es la cabra en visión frontal, considerada “fósil director” 
del arte mueble del Magdaleniense superior. Utilizada con frecuencia en la comparación 
mueble-parietal por la abundancia de piezas en contextos correspondientes a esta fase. Su 
atribución cronológica ha sido reforzada recientemente, aunque algunos efectivos daten del 
Magdaleniense medio (BARANDIARÁN, CAVA, & GUNDÍN, 2013) (Fig. 5.7).
3.7. Post-paleolítico (~13.600/13.300-Época Histórica) 
Existe un importante número de dataciones obtenidas mediante C14 AMS (37 en total) de 
época postpaleolítica. Trece de ellas (Covalanas, El Calero II, Portillo del Arenal, Coburrullo, 
&XHYD5RMD$UFR$&RYD1HJUD\&RYDODQDVFRUUHVSRQGHQD ORTXHVHKDE¯D OODPDGR
“Arte Esquemático-Abstracto” (GARCÍA-DIEZ & GONZÁLEZ-MORALES, 2003) que agrupa 
diversas marcas negras que se habían asociado a la Edad del Bronce. La datación de una 
VHULHGHHVWDVPDUFDVKDSUREDGRTXHVHWUDWDGHXQFRQMXQWRPX\KHWHURJ«QHRGHGLIHUHQWH
cronología y funcionalidad: reavivamiento de antorchas, huellas de tránsito o  incluso, en 
algún caso, con intención artística (VALLE, 1998). 
Veinticuatro representaciones de estilo paleolítico (de las cuevas de Ekain, Tito Bustillo, 
El Castillo, La Cullalvera, Llonín, Pindal, Santimamiñe, Buxu, Sotarriza y Candamo) han 





fechas nos indica un importante problema puesto que en torno a un 25% de las dataciones 
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obtenidas mediante C14 AMS no son considerables. 
En Covalanas las muestras de series de U, correspondientes a dos espeleotemas sobre la 
8QLGDG*U£ᚏFDGARCÍA-DIEZ & EGUIZABALIXHURQWRPDGDVSRU-%LVFKRᚎ\
W. Sharp y procesadas en el Berkeley Geochronology Center (BISCHOFF, GARCÍA-DIEZ, 
GONZÁLEZ-MORALES, & SHARP, 2003). El resultado obtenido, postpaleolítico, demostró 
ODYDOLGH]GHOP«WRGR\ODP£VTXHSUREDEOHGDWDSDOHRO¯WLFDGHODᚏJXUD\GHOUHVWRGHORV
GLEXMRVURMRVGHODFXHYD
De las cincuenta dataciones obtenidas por el equipo de Pike et al. (2012) veintisiete dan 
menos de 10.000 años y treinta y dos menos de 13.000 años. Estas dataciones no son muy 
VLJQLᚏFDWLYDVGHVGHHOSXQWRGHYLVWDDUTXHROµJLFRSXHVWRTXHSURSRUFLRQDQXQDGDWDFLµQ
ante quem que no aporta nada, ya que es demasiado reciente para la datación de arte de 
«SRFDSDOHRO¯WLFD(VWDHVXQDGHODVGHVYHQWDMDVGHOP«WRGRTXHQRVLHPSUHVHREWLHQH
XQDGDWDFLµQVLJQLᚏFDWLYD1RREVWDQWHSHUPLWHQDXWHQWLᚏFDUHODUWHGDWDGR
En la zona I de La Garma inferior se dató mediante TL (ARIAS ET AL., 2008) una cierva 
JUDEDGDDXQTXHODIHFKDREWHQLGDVµORGHPXHVWUDODGDWDSDOHRO¯WLFDGHODᚏJXUD$GHP£V
en el panel IX se tomó una muestra de la base del panel, el resultado apenas aporta 
información. 
(Q&XHWRGHOD0LQDVHGHVFXEULµDSULQFLSLRVGHOVLJORSDVDGRXQFRQMXQWRGHJUDEDGRV
OLQHDOHVDVRFLDGRDOSULPHUKRUL]RQWHJU£ᚏFRGHO1DOµQFORTEA, 1994) cubierto por el nivel 
VXSHUᚏFLDOTXHVHFRUUHVSRQGHFRQXQFRQFKHURGH«SRFD$VWXULHQVH3RGHPRVFRQVLGHUDUOR
como una datación ante quem aunque sus resultados no aportan mucha información. Un caso 
similar es el de La Cuevona, en el que se localizó enterrado un bloque con representaciones 
lineales cubierto por una ocupación Asturiense, lo que proporciona una datación ante quem 
que, por desgracia, no aporta nada desde el punto de vista cronológico.
(OPDUFRFURQROyJLFRGHODUWHSDULHWDOFDQWiEULFRHQODDFWXDOLGDG¢VHJXULGDG
IUHQWHDLQFHUWLGXPEUH"
Como ya hemos mencionado previamente, existe una gran cantidad de datos para 
determinar la cronología de determinadas representaciones. Sin embargo, muchos de ellos 
presentan problemas. Nuestra intención es basarnos en un marco cronológico sustentado 
en dataciones seguras, proporcionadas por dataciones analizadas desde un punto de vista 
FU¯WLFR\HQREMHWRVGHDUWHPXHEOHFX\DFURQRORJ¯DHVW£GHWHUPLQDGDGHIRUPDVHJXUDSRU
ODORFDOL]DFLµQHQXQHVWUDWRGDWDGRHQXQSHULRGRHVSHF¯ᚏFR(VWHPDUFRJHQHUDGRHVSRFR
preciso y tiene, por el momento, pocos datos, pero evita hacer atribuciones cronológicas 
HUUµQHDVFRPRKDRFXUULGRHQDOJXQDVRFDVLRQHV(OREMHWLYRGHHVWHWUDEDMRQRHVJHQHUDU
un marco cronológico para el arte de la Cornisa Cantábrica, sino una base para sustentar los 
análisis que proponemos en el capítulo de Bases teóricas de la investigación y metodología. 
Nos basaremos en los datos analizados más arriba, restringidos a la Cornisa Cantábrica, a la 
KRUDGHKDFHUDWULEXFLRQHVFURQROµJLFDVSDUDORVFRQMXQWRVTXHVHHVWXGLDQDFRQWLQXDFLµQ
Tentativamente, podemos sacar unas conclusiones generales que pueden parecer parcas, 
pero con poca incertidumbre:  
(QOD&RUQLVD&DQW£EULFDWRGDY¯DQRHVSRVLEOHVHUHVSHF¯ᚏFRDFHUFDGHFX£QGRDSDUHFLµ
el primer arte en las cavidades y con qué tipo de grafías se asociaban. Las dataciones más 
DQWLJXDVREWHQLGDV VHFRUUHVSRQGHQFRQFRQMXQWRVQRᚏJXUDWLYRV HQ FRQFUHWR XQGLVFR
URMR XQDPDQR HQ QHJDWLYR ದPRWLYR TXH DSDUHFH UHSUHVHQWDGR HQ WRGDV ODV IDVHV SUH
PDJGDOHQLHQVHVದ \ XQ FODYLIRUPH GH JUDQ WDPD³R URMR $FWXDOPHQWH QR KD\ GDWRV TXH
QRVSHUPLWDQ LGHQWLᚏFDU OD H[LVWHQFLD GHDUWH ᚏJXUDWLYR DQWHV GH FDO%3PRPHQWR










mediante trazo estriado, desproporcionadas, con gran cuerpo y cabeza pequeña que 
DSDUHFHQWDQWRHQDUWHPXHEOHFRPRSDULHWDO$SDUHFHQWDPEL«QUHSUHVHQWDFLRQHVᚏJXUDWLYDV
de contorno, limitadas a la expresión mínima pero fácilmente reconocibles, como el ciervo 
de Chimeneas o la cierva de La Hoya de Altamira. También corresponden a esta fase la 
HMHFXFLµQGHDOJXQRVELVRQWHVGH$OWDPLUDTXHVHKDE¯DQDVRFLDGRDIDVHVP£VDYDQ]DGDV
del Magdaleniense. 
(QHO0DJGDOHQLHQVHPHGLRDSDUHFHQ UHSUHVHQWDGDVHVSHFLHVGHFOLPD IU¯R WHQLHQGRHQ
FXHQWDUHIHUHQWHVGHDUWHPXHEOHODVᚏJXUDVVHUHSUHVHQWDQGHIRUPDP£VSURSRUFLRQDGD
y utilizando un abanico mayor de técnicas. Es típico de esta fase, aunque perdura durante 
el Magdaleniense superior, la representación de bisontes de tipo pirenaico como los de 
Covaciella y La Garma. La representación de cabras también aparece en esta fase con 
rellenos interiores, cuernos muy desarrollados, cuerpo masivo y cabeza pequeña como la 
representada en La Pasiega (67), aunque el desarrollo pleno de este motivo se produce 
durante el Magdaleniense superior. 
Los motivos más frecuentemente representados en el Magdaleniense superior son los 
bisontes, las cabras y los caballos y desaparecen las especies de fauna fría. Esta fase 
supone una continuación de rasgos previos: continúan apareciendo bisontes de tipo 
pirenaico –La Pasiega, El Castillo, Urdiales y Tito Bustillo– y la cabra descrita anteriormente 
–Candamo–. En arte mueble vemos el desarrollo de dos tendencias: una naturalista, en la 
TXHVHGDPXFKDLPSRUWDQFLDDORVGHWDOOHVGHODVᚏJXUDVDWUDY«VGHQXPHURVRVUHFXUVRV
de representación y, por otro lado, una tendencia a la esquematización en la que destaca la 












(O SODQWHDPLHQWR PHWRGROµJLFR HODERUDGR SDUD OOHYDU D FDER HVWH WUDEDMR SHUPLWH
WHµULFDPHQWHDSOLFDUORDFXDOTXLHUFRQMXQWRSDULHWDOSDOHRO¯WLFR6LQHPEDUJRVHWUDWDGHXQD






ello nos centramos en la comunidad autónoma de Cantabria, que proporciona, además, una 
DPSOLDYDULHGDGGHFRQMXQWRVGHVGHHOSXQWRGHYLVWDFURQROµJLFRWLSROµJLFR\GHQ¼PHURGH
XQLGDGHVJU£ᚏFDVGHQWURGHXQHVSDFLRJHRJU£ᚏFRUHGXFLGR
(OSULPHUFULWHULRXWLOL]DGR IXH ODVHOHFFLµQGHFRQMXQWRVFRQGLIHUHQWHVFURQRORJ¯DV WDQWR
DQWLJXDVFRPRUHFLHQWHVLQFOX\HQGRFRQMXQWRVVLQFUµQLFRV\GLDFUµQLFRVSDUDLQWHQWDUFXPSOLU
FRQ HO REMHWLYR SODQWHDGR GH GLVFHUQLU VL H[LVWHQ YDULDFLRQHV WHPSRUDOHV HQ ORV XVRV GHO
HVSDFLR7DPEL«QFRQVLGHUDPRVLPSRUWDQWHVHOHFFLRQDUFRQMXQWRVGHGLIHUHQWHVWDPD³RV
FRQ Q¼PHURV LPSRUWDQWHV GH HIHFWLYRV SHUR WDPEL«Q FRQMXQWRV GH SHTXH³R \ PHGLDQR
WDPD³R ,QGHSHQGLHQWHPHQWHGHOQ¼PHURGHJUDI¯DVGHOFRQMXQWR WDPEL«QVHOHFFLRQDPRV
FRQMXQWRV ORFDOL]DGRV HQ FDYLGDGHV GH GLIHUHQWHV WDPD³RV FRQ JUDI¯DV GLVWULEXLGDV HQ
diferentes topografías –galería, sala, camarines, espacios pequeños/grandes– y a diferentes 
GLVWDQFLDVGHODHQWUDGDSDUDSHUPLWLUDQDOL]DUORVORFDOL]DGRVMXQWRDODOX]GLXUQD\ORVTXH
se localizan en la profundidad de la cueva. 
8WLOL]DQGR HVWRV FULWHULRV KHPRV VHOHFFLRQDGR ORV FRQMXQWRV GHVFULWRV HQ ODV VLJXLHQWHV
S£JLQDV GH HVWH WUDEDMR &RQMXQWRV H[FOXVLYDPHQWH GH «SRFD 3UHPDJGDOHQLHQVH VRQ
&RYDODQDV \ 3RQGUD ORV 0DJGDOHQLHQVHV VHOHFFLRQDGRV IXHURQ LQLFLDOPHQWH 0RQHGDV
&KLPHQHDV\(O/LQDUDORVTXHVHD³DGLµ/D&RYDFLHOOD$VWXULDVSRVWHULRUPHQWHFRPR
FRQMXQWRV GLDFUµQLFRV VHOHFFLRQDPRV /D 3DVLHJD \ &KXI¯Q &DGD XQR GH HOORV DGHP£V
SUHVHQWDDOJXQRGHORVRWURVFULWHULRVPHQFLRQDGRVWDQWR/D3DVLHJDFRPR&KXI¯QMXQWRFRQ
3RQGUDFRQWLHQHQFRQMXQWRVDORVTXHOOHJDEDODOX]GLXUQDHQHOUHVWRದ&RYDODQDV3RQGUD
Monedas, Chimeneas, Covaciella y El Linar– debido a la distancia de las grafías de la entrada, 
HOWLSRGHDFFHVRHWFXQDIXHQWHGHOX]DUWLᚏFLDOHUDQHFHVDULD$VLPLVPRHQHVWDYDULHGDG
WHQHPRVFRQMXQWRVFRQXQQ¼PHURPX\JUDQGHGHJUDI¯DVFRPR/D3DVLHJD&KLPHQHDV\
Monedas frente a otros pequeños –El Linar y Pondra– e intermedios –Covalanas, Chufín y 
Covaciella–. Asimismo encontramos los paneles en diferentes tipos de espacios: tanto en 
£UHDVHQHOHMHSULQFLSDOGHODFDYLGDGFRPRHQ&RYDODQDV&KLPHQHDV&RYDFLHOOD\&KXI¯Q
frente a otras en las que se encuentran en partes secundarias –El Linar y Monedas– y una 




Tras analizar esta muestra, la intención es determinar si el método es válido o invalido. 
En cualquiera de los casos es necesario evaluar las problemáticas que se presenten y 






tamaño. Esto afecta a La Pasiega, Las Monedas, Las Chimeneas y Covalanas. En el caso 
GH&KXI¯QVHH[FDYµHOGHSµVLWRVHGLPHQWDULRMXQWRDODVJUDI¯DVH[WHULRUHVPRGLᚏF£QGRVH
la morfología, aunque en este caso existe documentación al respecto.
2WURV FRQMXQWRV VHOHFFLRQDGRV LQLFLDOPHQWH VH KDQ GHVFDUWDGR GHELGR D FURQRORJ¯D
GHVFRQRFLGD6DQWL£QSUREOHPDVGHFRQVHUYDFLµQ(O$UFR8UGLDOHV/D+D]DGLᚏFXOWDG




Cueva de La Covaciella 
La Covaciella Cave 
(Cabrales)
/RFDOL]DFLµQ*HRJU£ᚏFD...........................................................................................   155
2. Descripción de la cavidad y geología ........................................................................155
3. Historiografía..............................................................................................................159
4. Evidencias arqueológicas ..........................................................................................160
0RGLᚏFDFLRQHVHVSDFLDOHV .........................................................................................162
6. Fieldwork....................................................................................................................162









de llegar al puente Golondrón, en el lugar denominado la Ordaliega. Administrativamente se 
sitúa en el barrio de Puertas, a pocos kilómetros de Carreña de Cabrales, donde se emplaza 
HOD\XQWDPLHQWRGHOFRQFHMR(VW£VLWXDGDHQODODGHUD6(GHOD3H³DHO&DQW¼PD
una altura de 290 msnm y a unos 120 m por encima del río Oscuro o de Ricao, muy cerca 
GHVXFRQᚐXHQFLDFRQHO U¯R&DVD³R6H ORFDOL]DHQHO ODGR L]TXLHUGRGH ODFDUUHWHUD$6
&DQJDVGH2Q¯V3DQHVMXQWRDOGHVY¯RKDFLD3XHUWDVGH&DEUDOHV6XGHQRPLQDFLµQ
SURFHGHGHXQFRYDFKRH[LVWHQWHXQRVPP£VDEDMR\XQRVPKDFLD OD L]TXLHUGD
conocido desde antiguo como La Covaciella (OCHOA, GARCÍA-DIEZ, OBESO-AMADO, 




punto kilométrico 25. Las coordenadas UTM, según el Datum 89, son Huso 30 X=348.075 
e Y=4.798.054. 
'HVFULSFLyQGHODFDYLGDG\JHRORJtD
Geológicamente la cueva de La Covaciella se localiza en una zona de calizas en la Unidad 
de Ponga-Bodón, de una potencia de unos 600 m, datada en el Carbonífero superior –
Formación Puentelles– (303-300Ma) y caracterizada como “calizas masivas blancas y 
brechoides rosados” que se denomina Caliza de Picos (IGME, 1984). La Covaciella se sitúa 
en un área profundamente fracturada con numerosas fallas en dirección N-S y E-O. En la 
margen contraria del río Casaño se desarrolla un frente de cabalgamiento que cambia la 
composición geológica pasando a estar constituida por conglomerados calizos, areniscas y 
pizarras (MELÉNDEZ-ASENSIO, 2015). 
/DFDYLGDGHVW£IRUPDGDSRUFRQGXFWRVIUH£WLFRV\HSLIUH£WLFRVFD³RQHVYDGRVRV\SDVDMHV




en las que se los desarrollaron conductos, después evoluciona a condiciones vadosas en las 
que se producirían las marcas de corriente y cúpulas de disolución presentes y se originarían 
los cañones vadosos. En esta misma fase se precipitarían los espeleotemas y se producirían 
procesos de gravedad que terminan de conformar la cavidad (MELÉNDEZ-ASENSIO
OBESO-AMADO, 2015). 
La cueva de La Covaciella presenta una organización rectilínea a lo largo de la que se 
fueron formando distintos espacios de mayor o menor entidad (Fig. 7.5). Accediendo a la 
FDYLGDGSRUODWUDPSLOOD\EDMDQGRSRUODHVFDOHUDGHKLHUURದLQVWDODGDSRFRVG¯DVGHVSX«V
GHOGHVFXEULPLHQWRದVH OOHJDDXQFRQMXQWRGHEORTXHVDUURMDGRVSRU ORVRSHUDULRVGH OD
obra de la carretera. En este punto nos encontramos en la Sala del Descubrimiento, cuya 
GLUHFFLµQSULQFLSDOHV(:VXVXHORHVW£SU£FWLFDPHQWHFXELHUWRSRUJUDQGHVEORTXHVTXH
impiden conocer la morfología original de la cavidad (Fig. 7.4). Al fondo de esta sala se 
observa una rampa arcillosa que conduce a la Galería de las Pinturas. Junto a la rampa se 
localiza el acceso, a través de un laminador, a la Sala de las Digitaciones. De nuevo desde 
el punto más alto del cono de bloques, pero en la otra dirección, se abre la Sala del Enlace. 
Al acceder a la cueva de La Covaciella encontramos la Sala del Descubrimiento. Su 
característica más llamativa son los bloques calizos que cubren el suelo original casi en 
su totalidad, con la excepción del área S. Junto a la rampa que da acceso a la Galería de 
las Pinturas y el laminador que permite entrar a la Sala de las Digitaciones, en esta zona el 
suelo está cubierto por arcillas. Se trata de una sala de diez por quince metros y una altura 
PHGLDGHGLH]PHWURV(QODSDUWHEDMDGHOD6DODGHO'HVFXEULPLHQWRVHDEUHXQODPLQDGRU
FRQWHQGHQFLDGHVFHQGHQWHGHXQRVFPGHDOWXUDPHGLD\XQRVFLQFRPHWURVGHDQFKR
éste termina en un resalte que da a una sala de pequeñas dimensiones. Ésta, denominada 
Sala de las Digitaciones, presenta tres subniveles: la parte inferior, que constituye el punto 
Fig. 7.4. Sala del Descubrimiento desde la Galería de las 
PinturasFig. 7.3. Rampa de acceso a la Galería de las Pinturas
Parte II. Cueva de La Covaciella
157






Volviendo a la Sala del Descubrimiento, del extremo O parte una rampa con una pendiente 
GH | FRPSOHWDPHQWH FXELHUWD GH DUFLOOD \ FX\R HVSHVRU HV GHVFRQRFLGR )LJ  /D
rampa desemboca en la Galería de las Pinturas que tiene un carácter rectilíneo y que sigue 
la misma dirección que la Sala del Descubrimiento y la Rampa Ascendente. Su longitud es 
GHPHWURV\HOVXHORHVW£FRPSXHVWRSRUDUFLOODGHXQHVSHVRUGHVFRQRFLGRHQ«OWRGDY¯D
se conservan las depresiones típicas de oseras (Fig. 6). Hacia la mitad de la Galería de las 
Pinturas se inicia una chimenea ligeramente inclinada que asciende unos cinco metros y se 
cierra sin que se aprecie comunicación con el exterior. Tras la chimenea, la galería se va 
estrechando progresivamente hasta cerrarse por completo a los 30 m de su inicio. 
Si volvemos al acceso actual en la zona del cono de derrubios, la rampa formada por 
bloques tiene aproximadamente quince metros de recorrido y una anchura variable, cinco 
PHWURVDOLQLFLR\TXLQFHPHWURVHQODSDUWHEDMD/RVEORTXHVVHGHSRVLWDQVREUHXQDFRODGD
estalagmítica descendente que unía ambas partes. Tras terminar el cono de derrubios 
formado por bloques se abre una sala de unos tres metros de alto, veinte metros de longitud 
\GLH]PHWURVGHDQFKXUDPHGLDHOVXHORHVSODQR\VLQGHVQLYHO(QHOH[WUHPRP£VRULHQWDO
de esta sala, denominada del Enlace, hay un pequeño cono de derrubios que podría haber 
constituido la entrada original a la cueva. En el lado N de la sala se abren dos pequeñas 
gateras, una de poco desarrollo y otra de unos veinte metros de longitud que en la actualidad 
está inundada. Finalmente, en el área S de la Sala del Enlace se abre otra pequeña gatera 
TXHLQLFLDOPHQWHVHUHODFLRQµFRQHO$EULJRR&RYDFKRGH&RYDFLHOODSHURGHᚏQLWLYDPHQWH
dada la morfología del espacio no parece que hubiese una conexión entre la cueva y el 
covacho. 
Durante la prospección de la cavidad se han documentado dos concentraciones de restos 
DQLPDOHV(QOD6DODGHO(QODFHHQOD]RQDᚏQDOMXQWRDOFRQRGHGHUUXELRVVHKDQORFDOL]DGR
numerosos gasterópodos, huesos, fragmentos de cráneos, un cuerno de cabra y un diente 
asociado a un testigo sedimentario localizado en el techo. Por otro lado, en el sector N de 
la Sala de las Digitaciones se localiza otro relleno sedimentario en el que se documentan 
KXHVRVGHDQLPDOHVVLQHPEDUJRQRVHKDQSRGLGRLGHQWLᚏFDUGHELGRDTXHOHVLW¼DQHQ
Fig. 7.6 Galería de las Pinturas 
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una zona próxima a las digitaciones e implicaría pisarlas para acercarse a los huesos. 
Estas acumulaciones, a falta de su estudio en profundidad, parecen tener un origen natural. 
También se han localizado restos óseos distribuidos por la Sala del Descubrimiento y la 
Rampa Ascendente. En la Galería de las Pinturas además aparecen oseras y zarpazos 
asociados a sus bordes (GARCÍA-DIEZ, OCHOA, GARRIDO, & VIGIOLA-TOÑA, 2015a). 
+LVWRULRJUDItD
El descubrimiento de la cueva de La Covaciella fue accidental. El 10 de octubre de 1994, 
durante las obras de remodelación de la carretera AS-114 en la zona conocida como Las 
(VWD]DGDVVHGHWRQDURQFDUJDVGHGLQDPLWDSDUDUHGXFLUHOWDPD³RGHOIDUDOOµQURFRVRMXQWR
DODFDUUHWHUDDEULHQGRXQRULᚏFLRGHJUDQWDPD³RHQHOWHFKRGHODFDYLGDG\SRQL«QGROD
al descubierto. Días después, el 13 de octubre, la empresa constructora encargada de las 
obras se puso en contacto con la Guardia Civil para solicitar una exploración de la cueva con 
HOREMHWLYRGHYHULᚏFDUVXHVWDELOLGDG\GHWHUPLQDUVLH[LVW¯DQFXUVRVGHDJXDVXEWHUU£QHRV
que pudieran producir el derrumbe del tramo de carretera que pasaba sobre la cavidad. Ese 
mismo día accedieron agentes que descendieron a su interior con ayuda de una cuerda 
atada a la cuchara de una pala excavadora y, tras inspeccionar toda la cavidad, concluyeron 
que no había circulación hídrica en el interior, permitiendo la continuación de las obras 
(OCHOA, GARRIDO, GARCÍA-DIEZ, & VIGIOLA-TOÑA, 2015). 
&RQHOREMHWLYRGHUHOOHQDUHOLQWHULRUGDUPD\RUHVWDELOLGDGDOWUDPRGHFDUUHWHUD\FHUUDUOD
SHUIRUDFLµQDELHUWDHOGHRFWXEUHORVUHVSRQVDEOHVGHODREUDRUGHQDQWLUDUSRUHORULᚏFLR
de entrada toneladas de roca caliza extraída durante la obra, llegando hasta los 400 m3 
que en la actualidad continúan en el sub-nivel intermedio de la cueva. Al ser viernes la obra 
queda suspendida y el acceso abierto, con previsión de cerrarse el lunes.
El domingo 17 de octubre, a las 8.30 h, José Benito Antón entra solo en la cueva y la explora 
GXUDQWH DSUR[LPDGDPHQWH XQD KRUD UHFRQRFLHQGR DOJXQDV ᚏJXUDV 3RU OD WDUGH YXHOYH
acompañado de José Manuel Inguanzo Prieto, José María Díaz Prieto y Manuel Rodríguez 
Bueno. Tras esta visita los descubridores se ponen en contacto con el responsable de 
Cultura del Ayuntamiento de Cabrales y la Guardia Civil. La noticia del descubrimiento se 
difunde entre los lugareños, produciéndose durante esa tarde visitas incontroladas –incluso 
los descubridores vuelven con varias personas– durante las que el suelo, probablemente 
intacto desde la clausura natural de la cueva, se alteró sensiblemente. Además alguno de 
los visitantes tocó las representaciones causando daños irreparables. 
/DQRWLᚏFDFLµQGHOKDOOD]JRD OD&RQVHMHU¯DGH&XOWXUD LPSOLFµTXHᚏQDOPHQWHVHGLHUD OD
orden de proteger La Covaciella. La Guardia Civil se moviliza y a partir de las 19.30 h se 
vigila la cavidad evitando nuevas visitas (ANTUÑA D E F GDIAZ, 
GARCÍA, OREJAS, & VELA, 1994).
La mañana del 18 de octubre acceden a la cueva Javier Fortea y Vicente Rodríguez Otero 
para valorar su autenticidad y las condiciones de conservación de la misma. Durante esta 
SULPHUD YLVLWD FRQVWDWDURQ D OD H[LVWHQFLD GH XQ FRQMXQWR GH ᚏJXUDFLRQHV JUDEDGDV \
SLQWDGDV E HO DOFDQFHGH ODV YLVLWDV \ RWUDVPRGLᚏFDFLRQHVTXH VHKDE¯DQSURGXFLGR \
c) que el estado del suelo de la cavidad estaba intacto tras el cierre natural de la caverna 
\TXHVHYLRPRGLᚏFDGRHQJUDQPHGLGDSRU ODVSLVDGDVGHODVHQWUDGDVLQFRQWURODGDVD
pesar de que algunas evidencias se conservaron, una parte importante de las improntas de 
RVRVHVWDODJPLWDVHQORVIRQGRVGHDOJXQDVRVHUDV\WUHVRULᚏFLRVYHUWLFDOHVEDMRHO3DQHO
Principal se alteraron sensiblemente (FORTEA ET AL., 1995, p. 258). Otras evidencias, como 
las gotas de ocre en el interior de una de las oseras que se mencionan en el primer informe 
y hoy en día perdidas, pudieron registrarse debido a las circunstancias del descubrimiento.
Tras las primeras valoraciones, el 19 de octubre se suspenden las obras y voladuras en las 
Blanca Ochoa Fraile
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inmediaciones de la cueva, trasladándose a un mínimo de 150 m de la misma (ANTUÑA, 
HGARCÍA ET AL., 1994). También se determinó el cierre inmediato de la cavidad, que 
VHᚏQDOL]µHOGHRFWXEUH\VHHQFDUJµODUHDOL]DFLµQGHXQLQIRUPHH[KDXVWLYR\XQHVWXGLR
preliminar de la cavidad, cuyos primeros resultados fueron presentados por Fortea et al 
(1995).
Para su estudio se plantearon tres líneas de investigación. La primera de carácter 
HVSHOHROµJLFR HQFDUJDGD D OD )HGHUDFLµQ $VWXULDQD GH (VSHOHRORJ¯D ORV REMHWLYRV HUDQ
FRQRFHUODVYDULDEOHVFOLP£WLFDVGHODFXHYD\HMHFXWDUXQDSODQLPHWU¯D/DVHJXQGDFRRUGLQDGD
por Manuel Hoyos, analizaría el soporte cavernario para determinar la conservación de las 
UHSUHVHQWDFLRQHV<ODWHUFHUDEDMRUHVSRQVDELOLGDGGH-DYLHU)RUWHDHPSUHQGHU¯DXQHVWXGLR
GHODVᚏJXUDVFRQRFLGDV\SURVSHFWDU¯DHOUHVWRGHODFDYLGDG/RVUHVXOWDGRVVHSXEOLFDURQ
con carácter preliminar rápidamente (FORTEA ET AL., 1995). Los estudios de la primera línea 
de investigación se concretaron en una topografía y en un puntual estudio climático inédito 
(MENÉNDEZ-RATO, 1994). La segunda línea de investigación atendió a varios aspectos: 
análisis del soporte, análisis del estado de conservación de las pinturas y grabados, y toma 
de muestras para establecer la posible presencia de contaminación microbiológica. Por 
¼OWLPRODWHUFHUDO¯QHDGHWUDEDMRLPSOLFµODORFDOL]DFLµQ\GHVFULSFLµQGHGLH]ᚏJXUDV\FLQFR
PDQFKDVGHFRORUDQWH URMR\QHJURDGHP£VVHYDORUµ ODRUJDQL]DFLµQGHOGLVSRVLWLYRVH
propuso un primer avance cronológico (con dos dataciones radiocarbónicas directas de dos 
bisontes del Panel Principal) y se apuntaron algunas consideraciones preliminares sobre la 
FRQVHUYDFLµQGHODVᚏJXUDV$VLPLVPRVHHVWXGLµHODFFHVRSUHKLVWµULFRDODFDYLGDG\VH
presentaron resultados cronológicos realizados a partir de varios especímenes de concha 
localizados en la zona de derrumbe de la presunta boca de acceso a la cueva (Sala del 
Enlace). 
Los resultados de la primera publicación de carácter preliminar fueron difundidos poco 
después con una breve noticia del descubrimiento en INORA (FORTEA, 1996), donde se 
presenta un resumen de los datos publicados previamente. 
7UDV OD LQWHUUXSFLµQ GH ORV WUDEDMRV HQWUH  \ HO D³R  GHELGR D OD DXVHQFLD GH
subvención para el estudio de la cavidad, se inicia una nueva campaña de estudio en la 




interior de la cavidad. 
(QIXHURQUHWRPDGRV ORV WUDEDMRVDᚏQGHHODERUDUXQ WUDEDMRPRQRJU£ᚏFRVREUHHO
arte de esta cavidad, que ha sido promovido y sufragado por el Principado de Asturias. El 
WUDEDMR UHVXOWDQWH OOHYDGRD FDERSRU LQYHVWLJDGRUHVKDVLGRSXEOLFDGRHQXQ WUDEDMR
PRQRJU£ᚏFRVREUHODFXHYD*$5&$',(=2&+2$52'5,*8(=$6(16,2HGV
(QHOFRQWH[WRGHOSUR\HFWRVHKDQDSRUWDGRDGHP£VYDULRVWUDEDMRVXQDWHVLVP£VWHUHQHO
ámbito del Máster Erasmus Mundus en Quaternaire et Préhistoire (VIGIOLA-TOÑA, 2014), 
una síntesis del arte rupestre en el contexto de un congreso de ámbito internacional (OCHOA 
& VIGIOLA-TOÑA, 2014), una presentación en el congreso IFRAO 2015 y una publicación 
vinculada al mismo (GARCÍA-DIEZ, VIGIOLA-TOÑA, OCHOA, GARRIDO, & RODRIGUEZ-
ASENSIO, 2015). 
(YLGHQFLDVDUTXHROyJLFDV
En la cueva de La Covaciella no se han llevado a cabo excavaciones arqueológicas hasta 
la fecha, aunque sí se han documentado diversas evidencias arqueológicas en la cavidad. 




la cavidad no se encontraron. La localización exacta es desconocida, aunque pensamos 
que es la osera que se sitúa frente al Panel Principal de la Galería de las Pinturas. Esta 
evidencia permite presuponer que el suelo reconocido en el momento del descubrimiento 
debió corresponder con el suelo desde el que se llevaron a cabo las grafías (GARCÍA-DIEZ, 
OCHOA, GARRIDO, & VIGIOLA-TOÑA, 2015b). 
7DPEL«Q IUHQWH DO SDQHO SULQFLSDO VH KDQ GRFXPHQWDGR WUHV RULᚏFLRV YHUWLFDOHV GH
características similares. Su análisis no ha permitido reconocer evidencias de acciones 
W«FQLFDV TXH FHUWLᚏTXHQ VX FDU£FWHU DQWUµSLFR DXQTXH VX UHJXODULGDG ದGL£PHWUR ERFD \
desarrollo similares– pudieran indicar este origen, descartando causas hídricas o animales 
(GARCÍA-DIEZ, OCHOA, GARRIDO, & VIGIOLA-TOÑA, 2015c). 
/DSURVSHFFLµQGHODFXHYDOOHYµDODORFDOL]DFLµQHQVXSHUᚏFLHGHWUHVSLH]DVO¯WLFDVWDOODGDV
en tres áreas diferentes de la cueva: dos fragmentos de lasca, una en cuarcita localizada 
HQOD6DODGHODV'LJLWDFLRQHV\RWUDHQV¯OH[UHFXSHUDGDHQOD*DOHU¯DGHODV3LQWXUDVEDMR
ODJUDI¯D\XQIUDJPHQWRGHO£PLQDGHFXDUFLWDORFDOL]DGDHQODUDPSDDVFHQGHQWH(O
estudio de materias primas determinó que el origen de las lascas de cuarcita procede de 
las inmediaciones de la cavidad, concretamente de los ríos próximos, mientras que el sílex, 
WLSR)O\VKSURFHGHGHODᚐRUDPLHQWRGH.XUW]LDHQ%L]NDLD(ODQ£OLVLVIXQFLRQDOLQGLFDTXHVH
trata de evidencias aisladas que no pueden vincularse con certeza con las representaciones 
JU£ᚏFDVPERALES & PRIETO-DE-DIOS, 2015).
También se llevó a cabo un estudio de restos vegetales carbonizados distribuidos por 
GLIHUHQWHVSDUWHVGHODFDYLGDG6HORFDOL]DURQWUHVIUDJPHQWRVGHFDUEµQHQVXSHUᚏFLHGRV
HQOD6DODGHO(QODFH\RWURHQOD*DOHU¯DGHODV3LQWXUDVMXQWRDO3DQHO3ULQFLSDO$GHP£VVH
han registrado cuatro evidencias de madera quemada en las paredes de la cavidad, sin tener 
HQFXHQWDHOFDUEµQXWLOL]DGRFRPRPDWHULDFRORUDQWHSDUDODHMHFXFLµQGHODVᚏJXUDV8QRGH
los trazos carbonosos muestreados ha sido datado mediante C14AMS, obteniéndose una 
fecha correspondiente a la Edad del Hierro. El estudio antracológico ha determinado el uso 
de diferentes tipos de madera: la utilizada como colorante procede de una conífera, uno de 
ORVWUD]RVKDVLGRLGHQWLᚏFDGRFRPRCorylus avellana\HOUHVWRGHHYLGHQFLDVVXSHUᚏFLDOHV
corresponden a Pinus sylvestris/nigra y Betula sp (MEDINA & ZAPATA, 2015). 
)LQDOPHQWHHQXQDSHTXH³DVDOD ORFDOL]DGDEDMR OD6DODGHO'HVFXEULPLHQWRD ODTXHVH
DFFHGHDWUDY«VGHXQ ODPLQDGRU\FX\DVVXSHUᚏFLHVHVW£QFRPSXHVWDV\RFXELHUWDVSRU
arcilla, se han documentado numerosas digitaciones. Su distribución es heterogénea, 
aunque aparecen por prácticamente por toda la sala en algunos casos cubiertas, total o 
parcialmente por formaciones estalagmíticas. Las digitaciones son surcos, principalmente 
en disposición vertical o tendente a vertical que se trazaron, en la mayor parte de los casos, 
GHDUULEDKDFLDDEDMR$SDUHFHQDVRFLDGDVHQVHULHVJHQHUDOPHQWHQRVXSHULRUHVDFXDWUR
lo que implica que los surcos corresponden a un movimiento unitario de la mano y los dedos.
6XFODVLᚏFDFLµQGHQWURGHODVHYLGHQFLDVDUTXHROµJLFDVYLHQHGDGDWDQWRSRUVXLQFHUWLGXPEUH
FURQROµJLFD FRPR IXQFLRQDO OD DXVHQFLD GH DUJXPHQWRV QR SHUPLWH HQ HO HVWDGR DFWXDO
GHOD LQYHVWLJDFLµQSURSRQHUXQDFURQRORJ¯DSDUDHOFRQMXQWRSXGLHQGRDEDUFDUXQODSVR
desde el Paleolítico hasta un momento indeterminado del Holoceno, aunque parecen tener 
XQFDU£FWHUVLQFUµQLFR(QFXDQWRDVXᚏQDOLGDGVHSXHGHQEDUDMDUGLIHUHQWHVSURSXHVWDV
DXQTXHSRGHPRVGHVFDUWDUTXHVHDQDFFLRQHVW«FQLFDVFRQGXFHQWHVDODFUHDFLµQJU£ᚏFD\
no las vinculamos a grabados digitales de tipo prehistórico, sino que podrían ser interpretadas 
FRPRUHVXOWDGRGHODSURYLVLRQDPLHQWRGHDUFLOODFRQGLIHUHQWHVREMHWLYRVದDGRUQRFRUSRUDO
REMHWLYRVPHGLFLQDOHV R GH OLPSLH]D HODERUDFLµQ GH FRQWHQHGRUHV FHU£PLFRVದ R TXL]£V
como un tipo de expresión simbólica desconocida (OCHOA, GARCÍA-DIEZ, GARRIDO, & 




La morfología original de la cueva de La Covaciella se vio tremendamente afectada por 
ODVREUDVGHUHSDUDFLµQGHODFDUUHWHUD7UDVODDSHUWXUDGHORULᚏFLRGHOGHVFXEULPLHQWRSRU
razones desconocidas, aunque probablemente con la intención de consolidar el subsuelo 
para evitar más derrumbes, se comenzó a depositar grandes bloques de piedra caliza 
obtenidos en las inmediaciones de la obra, para cerrar la abertura. Antes del descubrimiento 
se llegaron a tirar 400 m3 de bloques que provocaron grandes cambios en la cueva. En 
consecuencia la topografía y la morfología actuales no se corresponden exactamente con 
la cavidad de origen (RODRIGUEZ-ASENSIO, GARCÍA-DIEZ, GARRIDO, OCHOA, & 
VIGIOLA-TOÑA, 2015). 
)LHOGZRUN
La Covaciella cave was studied during three campaigns in 2014 of ten, seven and four 
ZRUNLQJGD\V IRUDSSUR[LPDWHO\KRXUV7KLVDPRXQW VLJQLᚏFDQWO\H[FHHGV WKH WLPHRI
RWKHUVLPLODUVL]HGHQVHPEOHVGXHWRWKHFKDUDFWHULVWLFVRIWKHSURMHFWZHZHUHLQYROYHG$
team directed by Marcos García-Diez, and composed by Daniel Garrido, Irene Vigiola, Adolfo 
5RGULJXH]$VHQVLRDQGWKHDXWKRUFDUULHGRXWWKLVSURMHFWZKLFKZDVᚏQDQFHGDQGDSSURYHG
by the Principado de Asturias. Some other specialists studied the geology, geomorphology 
of the cave and the archaeological evidence discovered. 
7KH FKDUDFWHULVWLFV RI WKH SURMHFW LQYROYHG DQ LQGHSWK FRPSUHKHQVLYH DSSURDFK WKDW
included an intensive prospection and analysis of the whole cave from an archaeological 
point of view, comprising a fully photographic archive and the execution of “relevés” of all the 
JUDSKLFXQLWV2XUVWXG\ZDVFDUULHGRXWGXULQJWKHRYHUDOOSURMHFWLQZKLFKZHZHUHLQYROYHG
'HVFULSWLRQRIWKHURFNDUWHQVHPEOH(Fig.7.7)
7.1. TOPOGRAPHIC UNIT 1 
/RFDWHGLQWKHPDLQFKDPEHURIWKHFDYHPRUHVSHFLᚏFDOO\LQWKHIDUWKHUHQGZKHUHWKHEORFNV
did not disturb the original morphology of the space. The main characteristic of this chamber 
nowadays is the limestone blocks piling up, deposited by the works after the discovery. The 




of the explosives. Since we do not know the original morphology of the cave, there might be 
hidden conducts and the access to the Galería de las Pinturas has to be extrapolated from 
)LJ7RSRJUDSKLFXQLWVORFDWLRQPRGL¿HGIURP2%(62$0$'2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what we know from observation. 
The access is through the entrance of the cave, nowadays blocked, we do not now the 
morphology of the vestibular area of the cave or even if it had one. Because of this, we do 
not now if the access was in an upright position or other. Probably the area from the access 
toward the Sala del Enlace had to be done leaning forward or crouching down for some 
meters due to the low height of the ceiling. After that area the ceiling allows walking upright, 
WKHᚐRRURIWKLVFKDPEHULVᚐDWXQWLOMXVWDERXWPDQGWKHQDTXLWHVWHHSᚐRZVWRQHVORSH
VWDUWHG7KURXJK WKHEORFNV LW LVVWLOOSRVVLEOH WRVHH WKHᚐRZVWRQH7KLVᚐRZVWRQHZRXOG
allow walking up towards the Sala del Descubrimiento. The itinerary to get to this point is 33,2 
m from the entrance to the cave to the start of the chamber. The transit, with the exception 
RIWKHᚏUVWPHWHUVDIWHUWKHHQWUDQFHFDQEHZDONHGLQDQXSULJKWSRVLWLRQ7KHSURJUHVVLRQ
LV VKRUW DQG H[FOXGLQJ WKH ᚐRZVWRQH VORSHZKHUH WKH FRQGLWLRQV DUH XQNQRZQ LW FDQEH
FKDUDFWHUL]HGDVHDV\7KH OLJKWLQJ LQ WKH WRSRJUDSKLFXQLWKDV WREHDUWLᚏFLDO LQDOOFDVHV
since it has no connection with the entrance. 
No archaeological remains were found in this topographic unit. This part of the cave underwent 
massive changes that do not allow seeing it as it was originally and thus the description 
above might not be an accurate representation of how it was during the Palaeolithic. 
Topographic unit 1 can be characterized as an open space since it can hold more than three 
people at once. The total area is around 46 square meters.
 Panel 1
Located on the left wall of the chamber, in the furthermost part, a place where only a few blocks 





of the cave. 
The graphic unit is located close to the border of the wall. It is a line ensemble composed of 
two lines with a parallel tendency, around several disperse colour concentrations can also be 
seen. The technique utilized is drawing in red pigment. The preservation of the depiction is 
poor due to washing of the colorant. 
The access to this panel is easy, as described above. Visibility is nowadays very low due 
to the conservation problem. Nonetheless, its size and positioning in a quite restricted area 
in relation with the dimensions of the chamber makes its visibility low. It can be seen from 
an upright position. The area of maximum visualization is 4 square meters meaning eight 
SHRSOHVWDQGLQJXSWKHSRLQWRIRSWLPDOYLVXDOL]DWLRQLVFURXFKLQJLPPHGLDWHO\LQIURQWRIWKH
depiction and limited to 0,5 square meters and thus restricted to a single individual (Fig. 7.8). 
7.2. TOPOGRAPHIC UNIT 2
Located in a sloped area that starts in the Southeast area of the chamber that constitutes 
the previous topographic unit. It is in an upward direction reaching quite a high point, close 
WRWKHFHLOLQJRIWKHFKDPEHULWKDVDVORSHRIDERXW|WKHKHLJKWGLᚎHUHQFHEHWZHHQWKH
WRSRJUDSKLFXQLWDQGWKHXSSHUJDOOHU\DUHPLQYHUWLFDO,WLVPORQJIURPVWDUWWRᚏQLVK
it tapers down as it goes up: it is 2,6 m in width at the beginning and only 1,9 m at its end. 
7KHᚐRRULVᚏOOHGZLWKYHU\SODVWLFFOD\DQGKDVLQLWVORZHUSDUWERQHUHPDLQVHPEHGGHG
Their deposition seems natural, as they are most probably bear bones from specimens that 
GLHGGXULQJKLEHUQDWLRQ$QDUFKDHRORJLFDOUHPDLQZDVDOVRIRXQGLQWKLVSDUWRIWKHFDYH
during the study of the depiction of panel 1 a lithic artefact was recovered from the clay, it is 
Blanca Ochoa Fraile
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a proximal fragment of a blade extracted from a nucleus of quartzite. The functional analysis 
of this artefact did not yield any conclusive results. 
The access to this point is the same as for the previous topographic unit, following the same 
path until reaching the point where the panel is and the access to the Sala de las Digitaciones. 
7KHVORSHVWDUWVMXVWDFRXSOHRIPHWHUVWRWKHULJKWRIWKHKROHWKDWFRQVWLWXWHVWKHDFFHVV




entrance. The itinerary to reach the topographic unit is 45,4 m long. The whole route can 
EHWUDQVLWHGLQDQXSULJKWSRVLWLRQH[FHSWWKHᚏUVWPHWHUVDIWHUWKHHQWUDQFHZKLFKLIWKH\
resembled the morphology it is nowadays would require leaning over or even crouching to 
go through it. 
Topographic unit 2 can be characterized as an open space since it can hold more than three 
people at once. Nonetheless, its characteristics, especially the steep slope would technically 
restrict the area where people could stand without slipping down. The total area is around 
45,5 square meters. 
Panel 1
/RFDWHGKDOIZD\XSWKHVORSHWKDWFRQVWLWXWHVWKHWRSRJUDSKLFXQLWLQWKHOHIWZDOODERXW
m from the starting point. The panel is placed at a medium height, the vertical distance from 
WKHJUDSKLFXQLWWRWKHᚐRRULVFP$VLQJOHᚏJXUDWLYHGHSLFWLRQFRQVWLWXWHVWKHSDQHO7KH
rock surface is limestone covered by a thin calcite layer in some parts, with a primary and 
secondary character. It is grey-yellow, its disposition is vertical, and the surface is smooth 




has not changed substantially from the upper Palaeolithic. 
7KHGHSLFWLRQLVDERYLQDHᚏJXUHWKHIDFWWKDWWKHHQJUDYLQJLVLQFRPSOHWHGRHVQRWDOORZ





the bovid and did not even engrave the parts that were already in the rock. The technique 
utilized to execute the depiction is incision with multiple lines that creates a simple outline. 
The position the artist had to acquire to engrave was upright. 
The access to the panel is easy, walking up the slope. Visibility is low due to the technique 
used to execute it. Nonetheless, when it was traced  the lines probably created a contrast 
ZLWKWKHURFNFRORXUWKDWZRXOGDOORZWKHᚏJXUHWREHVHHQIURPDZLGHUDUHDWKDWGXHWRWKH
orientation of the rock surface would be easier to spot coming from the gallery going down 
to the chamber. The area of maximum visualization, taking these constraints into account, 
would theoretically be 5,6 square meters and that would –also theoretically since the slippery 
FRQGLWLRQVZRXOGQRWDOORZDVPDQ\SHRSOHZLWKRXWIDOOLQJGRZQದWKHᚏJXUHWREHVHHQE\
11 people at most. However, we would propose a much lower number of 6 people at most 
EHFDXVHRI WKHVKDSHRI WKHᚐRRURI WKHSDQHO3RLQWRIRSWLPDOYLVXDOL]DWLRQFDQRQO\EH
achieved by two or three people at most, also from an upper, vantage, point (1,2 square 
meters) (Fig. 7.9).
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7.3. TOPOGRAPHIC UNIT 3
&RQVWLWXWHGE\WKH*DOHU¯DGHODV3LQWXUDVDORQJQDUURZJDOOHU\,WVWDUWVMXVWDIWHUWKHVORSH
WKDWFRQVWLWXWHVWKHSUHYLRXVWRSRJUDSKLFXQLW LW LVVWUDLJKWDQGKDVDFOD\ᚐRRUZLWKVRPH
GHSUHVVLRQV FUHDWHGE\EHDUV GXULQJKLEHUQDWLRQSHULRGV ,W LV P ORQJ LW WDSHUV GRZQ
progressively being 3,6 m at the widest point, where panel 3 is located, and 0,8 m at the 
narrowest point, at the end of the gallery, blocked by clay. Around 17 m from the start of the 
JDOOHU\DQGDIWHUDᚏUVWZLGHUDUHDWKHJDOOHU\QDUURZVGRZQDWWKLVSRLQWDFKLPQH\VWDUWV
ZKLFKRQO\KDVPLQDYHUWLFDOGLUHFWLRQ7KHOHIWZDOOKDVDFRQVWDQWZDWHUODPLQDUᚐX[
7KHUHDUHQRWPDQ\ᚐRZVWRQH IRUPDWLRQV MXVWVRPHVPDOOVWDODFWLWHV WKHRQO\VWDODJPLWH
formed is close to one of the hibernation beds. There is also some calcite covered areas, 
in general, the calcite layer is not thick, but some depictions have been positioned in these 
SODFHV7KHZDOOVDUHFRPSRVHGRIOLPHVWRQHLQWKHXSSHUSDUWRIWKHZDOOLWKDVGHFDOFLᚏHG
creating a layer of clay, the bottom, nonetheless, conserves the original characteristics of the 
limestone, hard and covered by some water, it has both crevices and holes. The right side 
ZDOORIWKHFDYHLVVLPLODULQJHQHUDOEXWKDVDPRUHGDUNWRQHLQVRPHSDUWVWKHZDOOSURMHFWV
out. 
Fig. 7.8. Topographic unit 1. Panel 1. Location, general view and depiction







since it has no connection to the entrance. 




OHIWZDOO$IWHU WKDWDQGEHVLGH WKHDIRUHPHQWLRQHGFKLPQH\ MXVWDFRXSOHRIPHWHUV IURP






the surface below panel 5. Also, some black track marks that have been studied can be 
considered from an archaeological point of view since one of them attests to the progression 
LQVLGH WKH FDYH LQ WKH ,URQ $JHV 7KH ᚐRRU VHHPV WR EH WKH VDPH DV LW ZDV GXULQJ WKH
Palaeolithic: the location of some droplets of red pigment in front of Panel 3 indicate that the 
ᚐRRUKDVQRWFKDQJHGVLQFHWKHSDLQWLQJVZHUHH[HFXWHG
Topographic unit 3 can be characterized as an open space since it can, potentially, hold 
PRUHWKDQWKUHHSHRSOHWKHWRWDODUHDLVDURXQGVTXDUHPHWHUV
Panel 1 






the groove is not very deep. The position the artist had to acquire to execute it was leaning 
forward or crouching. 
The access to the panel is easy, progressing through the cave up until the start of the gallery, 
following the same path as for previous topographic units. 
9LVLELOLW\ LV ORZGXHWR LWVSRVLWLRQLQJ LQ WKHZDOO WKH OLQH LVSODFHG LQWKH ORZHUSDUWRI WKH
convexity and thus it is impossible to see without leaning or crouching. Area of maximum 
visualization is approximately 1,7 square meters, meaning three people leaning at most. On 
the other hand point of optimal visualization is 0,5 square meters, immediately in front of it 
and reduced to a single person (Fig. 7.10).  
Panel 2
Located in the ceiling of the cave, 11 m from the entrance and 2,25 m from the previous 
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3UHVHUYDWLRQ RI WKH HQVHPEOH LV GHᚏFLHQW GXH WR ZDVKLQJ RI WKH SLJPHQW FUHDWHG E\ WKH
SUHVHQFHRIDZDWHUᚐX[DQGWKHIXUWKHUGHYHORSPHQWRI WKHVWDODFWLWH)ORRU LVKRUL]RQWDO
though in this area there are some deep concavities produced by hibernating bears. 






preservation. Also, the calcite has covered the red pigment. The position the artist had to 
acquire was upright given the height and the characteristics of the space. 
The access is easy continuing forward inside the gallery, following the same path described 
for the whole topographic unit. Visibility is low because of the location and the size of the 
GHSLFWLRQV WKH\ FDQ EH VHHQ LQ DQ XSULJKW SRVLWLRQ EXW UHTXLUHV WKH REVHUYHU WR ORRN XS
because their position does not allow seeing them with enough perspective. Area of maximum 
visualization is 3,2 square meters and thus six people in an upright position and for an optimal 
view, the area is reduced to 1,1 square meters and thus to two or three people (Fig. 7.11). 
Panel 3
Located in the left wall of the cave about 10 meters after the start of the gallery and spans 













in the upper part the clay resembles the one described for the previous panel. Its disposition 




of several droplets of red pigment in one of these depressions. 
,QRUGHUWRPDNHWKHFRPSUHKHQVLRQRIWKHGHVFULSWLRQRIWKHᚏJXUHVHDVLHUZHDUHJRLQJWR
divide the panel in the same two sides we divided it for the description of the rock surface.
7KHᚏUVWJUDSKLFXQLWRIWKHSDQHOLVFRQWURYHUVLDOLWFDQEHFODVVLᚏHGERWKDVQRQᚏJXUDWLYHRU
ᚏJXUDWLYHZHDUHPRUHLQFOLQHGWRZDUGVWKHODWWHULQWKDWFDVHLWLVDKHDGRIDQXQLGHQWLᚏDEOH
quadruped (3.4) with the mouth wide open depicted in quite a large format for being an 
LQFRPSOHWHᚏJXUH&ORVHE\LVWKHVHFRQGJUDSKLFXQLWDVLPSOHHQVHPEOHRIOLQHV%HORZ




the bison represented in the cave. Over the deer antlers and below the bison there is a long 
line connecting both depictions (3.7), which adapts to the surface of the rock. About 25 cm 
below the rear quarters of the bison there is a single red dot (3.9). Over the head of the bison 
WKHUHLVDVLPLODUGHSLFWLRQWRWKHᚏUVWRQHLWFDQEHFODVVLᚏHGHLWKHUDVQRQᚏJXUDWLYHRU
DVᚏJXUDWLYHWKHVKDSHLVVLPLODUDKHDGZLWKDQRSHQPRXWKDQWOHUVEHWZHHQWKHP
two small dots and a line. Below the head of the bison (3.8) there is a partial representation 
of a horse (3.12), the head with very few details and some washed out red pigment that 
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FRPSRVHVDOLQHᚏQDOO\EHWZHHQERWKVLGHVRIWKHSDQHOWKHUHLVVRPHUHGSLJPHQW
in a very poor preservation state (3.13). Most used technique of this panel is engraving 
H[HFXWHGZLWKDVLQJOHRXWOLQHE\GUDJJLQJDᚏQJHUZLWKRQHH[FHSWLRQJUDSKLF
unit 5 was traced with by incision with an instrument. Only one depiction of this panel has a 
mixed technique combining digital engraving with black pigment pencil. Drawing with a black 
pigment pencil alone was also used in only one case (12) The technique of the red dot and 
the other red depictions of this side of the panel is unknown (9, 11, 13).
7KHRWKHUVLGHRIWKHSDQHOLVHYHQPRUHLQWULFDWHWKDQWKHRQHZHDOUHDG\GHVFULEHG7KHᚏUVW
graphic unit is an ensemble of intricate lines (3.14) on top of the panel, most of them have 




be characterized as a “pyrenean” type (3.16). Beside the rear quarters of 16 there is a very 
VLPLODU GHSLFWLRQ ERWK LQ WHFKQLTXH FRQVWUXFWLRQ DQG VW\OH DOVR FRPSOHWH  2YHU WKLV
second bison (18), centimetres over its cervical dorsal line there is a slightly curved line very 




SURᚏFLHQF\RI WKHSUHYLRXVRQHV WKLVRQH LV UHGXFHG WR WKHGRUVDO OLQH WKHKRUQVDQG WKH
IURQWDO$QGIROORZLQJWKHVDPHFRQFHSWLVDIRXUWKELVRQEHORZWKHWZRFRPSOHWHRQHV
this one is also complete but technically simpler, using only red and black pigment (3.20), 
RYHULVYHQWUDOOLQHDQGEHORZLWVEHDUGWKHUHDUHVHYHUDOGLᚎHUHQWVL]HGUHGGRWV%HORZWKH
YHQWUDOOLQHRIWKHELVRQWKHUHLVDUHGHQVHPEOHRIQRQᚏJXUDWLYHGHSLFWLRQVDQDQJXODUOLQH
(3.21), a series of eight dots (3.22) and near its rear legs two more red dots (3.23). Over the 
WDLORIELVRQWKHUHLVDᚏIWKELVRQLQWKLVFDVHMXVWHQJUDYHGRQO\WKHEHDUGKHDG
horns, hump and dorsal line, but has a very characteristic feature, its tongue is sticking out. 
Over the bison’s ensemble, there is a bovid depiction (3.25), completed by the shape of the 
rock surface, only the legs and part of the dorsal line were executed but depending on the 
point of view the depiction can be seen almost complete. Below the dorsal line there is a non-
ᚏJXUDWLYHHQVHPEOHRIOLQHV)LQDOO\WKHODVWGHSLFWLRQRIWKHHQVHPEOHLVLQWHUVHFWLQJ
with bison 24, it is a reindeer depiction (3.27), executed completely combining at least two 
GLᚎHUHQWHQJUDYLQJWHFKQLTXHV
,IZHDQDO\VHWKHWHFKQLTXHVXWLOLVHGDQGKRZWKH\ZHUHDSSOLHGPDQ\ᚏJXUHVLQWKLVSDQHO
combine two or even more techniques. The depictions with a single technique used are 15, 
DQG7KHHQJUDYLQJLVWKHPRVWXVHGWHFKQLTXHLQWKHVHGLJLWDO
LVWKHPRVWFRPPRQZLWKDQGEXWDOVRE\LQFLVLRQZLWKDVKDUSREMHFW
engraving is closely followed by drawing with red pigment (21, 22, 23 and 24). The depictions 




7KHSRVLWLRQ WKHDUWLVWKDG WRDFTXLUH LV YDULDEOHGLᚎHUHQWDOPRVW IRUHYHU\GHSLFWLRQDQG
ranging between standing upright for the taller depictions to sitting or kneeling down for the 
lower ones going through leaning forward and crouching for the ones in the central area. 
The access to this panel is quite easy, it is in front of the previous one and the way to reach it 
is the same as for previous panels and following the same path described in the topographic 
units. Visibility is very good due to several reasons: the concentration of graphic units in 
about 5 m of wall, the colour of the rock surface on the area it was utilized, which contrasts 
with the one of the upper wall and the ceiling (brown against almost white in the central area 
RIWKHSDQHOWKLVDOVRLQFUHDVHVWKHUHᚐHFWDQFHRIWKHVXUIDFHFDWFKLQJWKHOLJKWDOVRWKH
JHQHUDORULHQWDWLRQRIWKHSDQHOZRXOGPDNHGLᚑFXOWWRVRPHRQHJRLQJWKURXJKWKHJDOOHU\
to pass the depictions without seeing them. Area of maximum visualization is around 14,5 
square meters, which translates in 19 people crouching or sitting down and standing up. 
Point of optimal visualization is reduced to an area around 3,4 square meters which would 
mean up to 7 or 8 people could optimally see all the depictions of the panel (Fig. 7.12,13,14).
 Panel 4
$IWHUWKHODVWGHSLFWLRQRIWKHSDQHOWKHUHLVDVOLJKWQDUURZLQJRIWKHJDOOHU\DQGMXVWDIWHUZDUGV
there is a chimney in an upwards direction, the panel is positioned in the left wall, over a 
ᚐRZVWRQHFRYHULQJWKHOLPHVWRQHZDOORQO\PIURPWKHODVWJUDSKLFXQLWRIWKHSUHYLRXV
panel. The vertical distance from the single graphic unit that composes the panel is 213 cm. 




from the chimney beside the panel. 
7KHJUDSKLFXQLWWKDWFRPSRVHVWKHSDQHOLVDQRQᚏJXUDWLYHHQVHPEOHRIWZRFXUYHGDQJXODU
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Figure 7.15. Panel 4. Location, general view and depiction




preservation problems, it is red pigment drawing. The position the artist had to acquire was 
probably upright.
The access is easy transiting through the gallery following the same path as previous panels. 
9LVLELOLW\ LVYHU\ORZGXHWRWKHVL]HDQGSRVLWLRQRIWKHGHSLFWLRQWKHORFDWLRQPDNHVYHU\
GLᚑFXOWWRVHHWKHJUDSKLFXQLWZKLOHJRLQJLQEXWLWZRXOGEHHDVLHUWRVHHJRLQJRXW$UHDRI
maximum visualization is only 3,4 square meters meaning 7 people standing at most, point of 
optimal visualization is 0,5 square meters meaning 1 or 2 people at the same time (Fig. 7.15). 
Panel 5
Located in the left wall of the cave at a quite low point, 8 m from the previous graphic unit, 
DERXWPIURPWKHHQGRI3DQHO7KHYHUWLFDOGLVWDQFHIURPWKHJUDSKLFXQLWWRWKHᚐRRU
LVRQO\FP7KHURFNVXUIDFHWKDWFRQVWLWXWHVWKHEDVHRIWKHSDQHOLV\HOORZOLPHVWRQHLW




pigment in convex areas and in the crevices. 
7KH JUDSKLF XQLW LGHQWLᚏFDWLRQ LV FRQWURYHUVLDO GXH WR WKH SLJPHQW WUDQVIHU LW FRXOG EH
considered a shapeless pigment concentration or a geometrical (trapezoid or triangle) sign 
FRPSOHWHO\ᚏOOHGLW LWVLQWHULRU6LQFHZHGRQRWKDYHVROLGDUJXPHQWVWRFRQVLGHUWKHODWWHU
SRVVLELOLW\ZHKDYHFODVVLᚏHGLWDVDSLJPHQWFRQFHQWUDWLRQLQRXUGDWDEDVH7KHWHFKQLTXHLV
paint with very plastic colorant since some concentrations are still visible in the surface. The 
SRVLWLRQWKHDUWLVWKDGWRDFTXLUHLQRUGHUWRH[HFXWHZDVSUREDEO\VLWWLQJGRZQRQWKHᚐRRU
though we cannot discard crouching or kneeling down. 
Access to the point where the panel is located requires going forward inside de gallery, which 
LVSURJUHVVLYHO\ WDSHULQJGRZQ7KHᚐRRUFRQᚏJXUDWLRQ LVPXFKPRUH LUUHJXODUGXH WR WKH
DEXQGDQFHRIKLEHUQDWLRQEHGVWKDWKDYHFUHDWHGEXPSV%HORZWKLVSDQHODᚐLQWᚐDNHZDV
located in the surface and the claw marks the bears left are still visible today around the area. 
Visibility is surprisingly quite high due to the size of the depiction, because of its position, low 
on the wall, as the observer gets closer the visibility reduces progressively and can be more 
easily seen from a distance if the light the observer(s) carried allowed it, the depiction can be 
seen from the chimney area. Due to these facts, maximum area of visualization is quite big, 
11,5 square meters meaning, theoretically, up to 20 people could see it at the same time. 
This, given the location of the depiction is impossible since the people closer to the panel 
would cover it with their body in any position. Point of optimal visualization is immediately in 
front of the depiction, sitting down or crouching and would be limited to two or three people 
at the same time (1 square meter) (Fig. 7.16). 
Panel 6 




is convex, hard and very irregular due to the presence of small convexities generated during 
WKHGHSRVLWLRQRIWKHFDOFLWH7KHFRQVHUYDWLRQRIWKHGHSLFWLRQVLVYHU\GHᚏFLHQWWKHFDOFLWH
VWRSSHGIRUPLQJDSSDUHQWO\EHIRUHWKHᚏJXUHVZHUHH[HFXWHGEXWDIWHUZDUGVWKHURFNVXUIDFH









GHSLFWLRQPHDQZKLOH WKHRWKHURQH LVDYHU\VLPSOLᚏHGYHUVLRQPD\EHGXH WR WKH ODFNRI
VSDFH7KHᚏUVWRQHKDVDOO WKHVDPHFKDUDFWHULVWLFVDVWKHRQHVFODVVLᚏHGDVಯS\UHQHDQರ
VW\OHELVRQRISDQHOWKHVHFRQGRQHLVOLPLWHGWRWKHXSSHUSDUWRIWKHᚏJXUHEXWLQFOXGHV
the hair on the hump some of the bison of the same style but the rest of its features are 
unrevealing. The technique used to execute both of them is drawing with a black pigment 
pencil. The two depictions are framed in the calcite area utilizing in width the whole calcite 
VXUIDFHSUREDEO\LQRUGHUWRDYRLGWKHGHFDOFLᚏFDWLRQFOD\SUHVHQWRQERWKVLGHVRIWKHSDQHO
this might have been to use the technique selected, black pigment pencil, which is impossible 
WRXVHRYHUYHU\GHFDOFLᚏHG OLPHVWRQH7KHSRVLWLRQ WKHDUWLVWKDG WRDFTXLUHZDVXSULJKW
maybe leaning forward slightly for the lower one. 
The access to this panel is easy continuing through the gallery until its end. It is a fairly easy 
path even though the gallery narrows down quite a bit, probably forcing the visitors to walk 
in a line but it is, nonetheless, confortable. The area where the bison were depicted is a bit 
ZLGHU WKDQ WKHJDOOHU\ MXVWEHIRUHDOORZLQJPRUHSHRSOH WRDFFXPXODWH7KHVKDSHRI WKH
gallery and the position of the bison do not allow seeing them until reaching the point where 
the panel is located. Area of maximum visualization is 3,6 square meters meaning 7 people 
DWPRVWLQDQXSULJKWSRVLWLRQSRLQWRIRSWLPDOYLVXDOL]DWLRQLVLQIURQWRIWKHGHSLFWLRQVLQDQ








processes that have caused the pigment to decolorize. 
The single depiction of the panel is a small, straight, line executed drawing, probably with a 
block of red pigment. The position the artist had to acquire in order to execute the line was 
leaning forward. 
The access to the panel is easy, the same as for previous panel. Visibility is very low due 
to the position of the depiction and its location in the last part of the cave. Area of maximum 
visualization is 3 square meters, thus, theoretically, 6 people at most. Point of optimal 
visualization is limited to the point immediately in front of it and to two or three people at the 




7KH ᚏUVW DWWHPSWV WR GDWH /D&RYDFLHOOD WRRN SODFH MXVW DIWHU WKH GLVFRYHU\ )RUWHD HW DO
 FODVVLᚏHG LW E\ VW\OLVWLF PHDQV LQ VW\OH ,9 7KH DXWKRUV DIWHU MXVW D SUHOLPLQDU\
approach, did not want to be more precise until they had analysed it thoroughly, they leaned, 
nonetheless towards the earlier phase, due to the formal and technical conventions present 
in the assemblage. Even though the analysis is preliminary, it is quite detailed analysing the 
WHFKQLTXHVDQGFRQYHQWLRQVLQFRQMXQFWLRQZLWKWKHWKHPH7KH\FRPHXSZLWKWKHWZRW\SHV
of bison with one specially standing out, the engraved with the tongue out which appears 
in Trois-Frères, Le Portel, Marsoulas, Montconfort in France but also in the proximity of the 
cave in Llonín and Candamo or in the rest of the Cantabrian area: Altamira, Hornos de la 
3H³D6DQWLPDPL³HDQG/D3DVLHJD7DNLQJLQWRDFFRXQWWKHUHVWRIWKHELVRQLQFRQMXQFWLRQ
with the appearance of deer they compare the depictions to the ones in Niaux and Etxeberri 
accompanied also by the red signs, and the small horse, which appears in Niaux in a similar 
)LJXUH3DQHO/RFDWLRQJHQHUDOYLHZDQGGHSLFWLRQV$% 
Figure 7.18. Panel 7. Location and depiction
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manner. The style of the bison is, nonetheless, not exactly the same: the manes are less 
upright and generated by short lines but other such as the pointy chin appear in Llonín, 
Candamo and Altamira as well as in La Covaciella. This shows a convention settled in the 
FDQWDEULDQDUHDZLWKS\UHQHDQFRQYHQWLRQVRIWKHVW\OH,9DQGPRUHVSHFLᚏFDOO\IUDPHGLQ
the middle Magdalenian, thanks to the portable parallels in proximity (Llonín and La Viña). 
They stand for a synchrony of the ensemble, with the exception of the bison with the tongue 
out that has traditionally been considered more recent, though Fortea questions this theory. 
,Q WKH VDPH DUWLFOH WKH GDWHV IRU WZR RI WKH ELVRQ DUH SXEOLVKHG FRQᚏUPLQJ WKH VW\OLVWLF
attribution to the style IV of Leroi-Gourhan. In this same work another approach to date 
the depiction took place: Hoyos dated nine gastropods aminocromatography adhered to 
WKHᚐRZVWRQHWKDWSDUWLDOO\FRYHUVWKHVHGLPHQWEORFNLQJHQWUDQFHWRWKHFDYH7KHUHVXOWV
indicated –wrongly as we will detail subsequently– that the cave closed down during some 
time around 11094±2049 years and 5731±531 years without much more precision. Regarding 
the method and the location of the samples, the team concluded that the cave must have 
closed down during the Holocene. 
On a later article, coauthored by Fortea, Sauvet, Fritz and Tosello (FORTEA et al., 2004) 
they lay the ground for the distinction between two morphotypes: pyrenean and perigourdins. 
They create a list of proportions and style traits that in an ensemble allows distinguishing the 
two types. In this analysis La Covaciella is included as an example of the presence of the 
two morphotypes 
:LWKWKHREMHFWLYHRIHVWDEOLVKLQJWKHPRUHSUHFLVHO\SRVVLEOHWKHFKURQRORJ\RI/D&RYDFLHOOD
we are considering the same chronological arguments we take into account in the previous 
caves. These line of research is based on the articles co-authored by the aforementioned 
PHPEHUVRIWKHWHDPWKDWKDYHDOUHDG\EHHQSXEOLVKHG%$5$1',$51*$5&$
',(=9,*,2/$72$2&+2$*$55,'2	52'5,*8(=$6(16,2D9,*,2/$
TOÑA, GARCÍA-DIEZ, OCHOA, GARRIDO, & RODRIGUEZ-ASENSIO, 2015. 
As mentioned above Fortea et al. (1995:268-269) considered the cave closed down “al 
menos en el pleno Holoceno” based on the dates obtained by aminocromatography dates 
of some gastropods. This perception, that seemed the most logical possibility, has to be 
reanalysed in the light of the new C14 AMS results obtained in a black track mark located in 
the Paintings Gallery. This date proves human transit inside the cave during the Iron ages 
between 2677 and 2346 calBP (2390±30 BP). Sadly, we do not have any proof of when the 
cave closed down completely, and since it was after the Upper Palaeolithic it does not help 
to ascertain its chronology, only its authenticity, which had been already proven by the C14 
AMS dating of the bison.
7KHUHDUHQHLWKHUDUFKDHRORJLFDOGHSRVLWVQRUFDOFLWHᚐRZVWRQHVRYHUO\LQJWKHGHSLFWLRQVWKXV
we cannot use those arguments in order to date the assemblage. The fauna represented, with 
the exception of the reindeer, is present during the whole upper Palaeolithic. The presence 
of reindeer might also point towards the colder periods during the Magdalenian, but it is not 
a very precise way to date the ensemble. 
5HJDUGLQJQXPHULFDOGDWLQJLQ/D&RYDFLHOODᚏYHGDWHVKDYHEHHQREWDLQHGXVLQJ&$06
the one previously mentioned and four others published by Fortea et al (1995). Valladas 
took samples of two bison of the ensemble, graphic unit 8 and graphic unit 18: “las muestras 
se tomaron de diversos puntos de las líneas de contorno, particularmente la dorsal” (Tabla 
Dataciones). The results allow two considerations: For the graphic unit 8 both the humic and 
WKHFDUERQIUDFWLRQRYHUODSE\\HDUVRQWKHRWKHUKDQGWKHKXPLFDQGFDUERQIUDFWLRQ
of the graphic unit 18 do not overlap, the distance between them is 220 years. The dates 
obtained show a high similarity degree between the two depictions with a full time lapse of 
17.733 and 16.620 calBP in the carbon fraction with an overlapping of 530 years (17.503-
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16.973 calBP). The humic fraction generates a full lapse between 17.123 and 15.534 calBP 
with an overlap of 342 years (16.400-16.058 calBP). During the new research campaign we 
tried to date graphic unit 10 but there was not enough carbonous material to obtain date. The 
dates of the bison are coherent and correspond with the middle Magdalenian, also consistent 
with an advanced moment of the lower Magdalenian
Taking into account the superimpositions of the depictions we can make a chronological 
DQDO\VLV7KHUHDUHIHZFOHDUVXSHULPSRVLWLRQVJUDSKLFXQLWOLQHLVRYHUGHHUDWWKH
same time graphic unit 7 is below graphic unit 8. The deer is the oldest, then the line and 
ᚏQDOO\WKHELVRQ*UDSKLFXQLWLVVXSHULPSRVHGWRWKHJUDSKLFXQLW1RQHWKHOHVVWKHVH
physical relations do not allow a chronological analysis, because, stylistically, there are no 
FOHDUGLᚎHUHQFHVEHWZHHQWKHGHSLFWLRQV
The C14 AMS dates are coherent and consistent with the middle Magdalenian or the 
advanced phases of the lower Magdalenian. Given that the bison with the tongue sticking 
out is over a dated bison (18) we can assure that it is older but not how much. At this point we 
are not able to determine if there is a single phase, two or more. The stylistic uniformity of the 
ensemble points to a synchrony of the central ensemble that could be extended to the bison 
at the end of the gallery. The red signs of the central panel could be linked to the graphic unit 
30. Nonetheless, at this point we cannot close the discussion. 
Concerning style the bison depict both elements of similarity and internal variability. There are 
two types of bison: pyrenean and perigordian. The pyrenean is characterized by a modular 
outline, coherent perspective, coherent proportions, care with anatomical details and concern 
with volume and masiveness of the body. The perigordian style by hypertrophied, over-
elevated cervico-dorsal line with “chignon”, global hypertrophy in the anterior part, ”beard” 
separated from the dewlap, corporal modulation, and the silhouette was executed with a 
simple outline. 
These types are both in parietal and portable art. The pyrenean style is abundant in Asturias, 
Cantabria, Pyrenées Atlantiques, Hautes-Pyrenées, Haute-Garonne, Ariège, Dordogne, Lot 
and it is also an example in Ardèche and Vienne. The Perigordian style is distributed almost 
in the same area but in a much more reduced number. Both styles are only in a few caves 
LQZKLFK/D&RYDFLHOOD LV LQFOXGHG5RXᚑJQDF&RPEDUHOOHV ,)RQWGH*DXPH1LDX[(O
Pindal and possibly in Urdiales. 
Some of the pyrenean style bisons both portable and cave art, have been dated to a quite 
wide period with almost no uncertainty in a period from the lower Magdalenian and the upper/
ᚏQDO0DJGDOHQLDQUDQJLQJEHWZHHQDQGFDO%3
6XPPDU\
La Covaciella is a short cave with less than a hundred meters of itinerary from the entrance 
WR WKH ODVWSDQHO ,W LVGLYLGHG LQWR WKUHHGLᚎHUHQW OHYHOV WKHHQWUDQFH OHYHO WKHFKDPEHU
and the gallery. Due to geological processes, the appearance of the entry of the cave, the 
SRVVLEOHDFFHVVHVcDQGWKHJHQHUDOFRQᚏJXUDWLRQRIWKHVSDFHLVXQNQRZQ7KHWUDQVLWFDQEH
GHVFULEHGDVHDV\DQGWKHFRQQHFWLRQEHWZHHQWKHGLᚎHUHQWVXEOHYHOVLVWKURXJKVHHPLQJO\
easy to transit, high gradient slopes. The inferior level, which appears to be in connection 





XQLWZHGHᚏQHG LVFRQᚏJXUHGE\ WKHVHFRQGFKDPEHU 6DODGHO'HVFXEULPLHQWR LQZKLFK
only a graphic unit in a panel was found. As with the ascending slope we cannot discard that 
blocks covered other graphic units. The second topographic unit is the second ascending 
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slope, where also a single isolated graphic unit was located. Finally, most of the depictions of 
the cave, 33 out of 35 are positioned in the third graphic unit and distributed in several panels 
along the left wall with the exception of the last panel, which is on the right wall. The densest 
panel is Panel 3 with 25 graphic units, the rest of them are composed either of one (1, 4, 5 
DQGRUWZRJUDSKLFXQLWDQG7KHGHFRUDWLRQLQWKHᚏUVWWKLUGLVDOPRVWFRQWLQXRXVRQ
the left wall.  
7KHOLJKWLQJLQDOOWKHWRSRJUDSKLFXQLWVKDVWREHDUWLᚏFLDOVLQFHDOORIWKHPDUHORFDWHGIDU
from the entrance. Access, to our knowledge, is single and all of the topographic units are an 
open space but at the same time they are not very big. The sizes are 46 square meters for the 
Sala del Descubrimiento (TU1), 23 square meters for the slope (TU2) and 58 square meters 
IRUWKHJDOOHU\7KHLWLQHUDU\FDQEHFRQVLGHUHGVKRUW7KHDFFHVVWKURXJKWKHGLᚎHUHQWSDUWV
of the cave can be characterized as easy and transited in an upright position once passed 




by limestone (31,4% n=11). In two cases both surfaces were used in the construction of a 
GHSLFWLRQᚏQDOO\LQFDVHVFDOFLWHZDVXVHGDVWKHEDVHRIDGHSLFWLRQLQVL[FDVHV
thick calcite (17,1%) in two a thin layer covering limestone (5,7%). The colour of the surface 
LV\HOORZDQGEURZQSUHIHUHQWLDOO\FDVHVIRUWKHᚏUVWDQGIRUWKHVHFRQGDQG
ZKLWH DQGJUH\ ZHUHDOVRXWLOL]HG5RFNVXUIDFH LVᚐDW LQJHQHUDO
Q FORVHO\IROORZHGE\VLQXRXVQ LWLVFRQYH[LQVHYHQFDVHVDQG
concave in three (8,6%). In general, the chosen surfaces are positioned vertically in relation 
WRWKHᚐRRUQ EXWVXEYHUWLFDOLVDOVRFRPPRQQ ᚏQDOO\RQO\LQWZR
cases the depictions were positioned in the ceiling of the cave (5,7%). The texture is smooth in 
Fig. 7.19. Rock surface characteristics
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Figure 7.20. Itinerary PRGL¿HGIURP2%(62$0$'2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most of the cases (62,9%, n=22) but coarse 
is also frequent (37,1%, n=13). Finally, the 
cave walls and ceiling are characterized by 
the presence of crevices (40%) and holes 
(8,6%), but in general there does not seem 
to be any intrusive characteristics around the 
JUDSKLFXQLWVᚏQDOO\ LQRQHFDVH WKHUH LVD
PDUNHGᚏVVXUH)LJ
7KH KHLJKW WR WKH ᚐRRU LV YHU\ YDULDEOH
UDQJLQJFPWRFPWKHVHDOORZHGXV
to determine the most probable position the 
artist(s) had to acquire in order to execute 
the graphic units. Even though there is 
TXLWH D VLJQLᚏFDQW YDULDWLRQ EHWZHHQ WKH
heights, in this case the numbers are very 
close to each other: upright (34,3%), leaning 
forward (34,3%) and either sitting, crouching 
or kneeling down (31,4%). Visualization 
position, on the other hand, is more 
SRODUL]HG7KHPDMRULW\RIWKHGHSLFWLRQVDUH
better seen in a sitting/crouching/kneeling 
SRVLWLRQ  Q  QH[WPRVW IUHTXHQW
LV VWDQGLQJXSULJKW Q DQGᚏQDOO\
leaning forward with only three cases (8,6%) 
(Fig. 7.21). 
7KH QRQᚏJXUDWLYH HQVHPEOH LV PRUH
DEXQGDQWWKDQWKHᚏJXUDWLYHRQHJUDSKLF
units in opposition to 15 graphic units. The 
PRVWIUHTXHQWᚏJXUDWLYHWKHPHLVWKHERYLQDH
ensemble (28,6%) with ten examples, 
most of them bison (n=8, 22,9%) and two 
indeterminable bovids, next are cervidae, one 




of lines, eight line ensembles (22,9%) and 
IRXUVLQJOHOLQHVQH[WLQRFFXUUHQFH
are the signs with four dot compositions and 
isolated dots (11,4%) and two angular shapes 
(5,7%). The last category is the colorant 
concentrations with two graphic units (5,7%) (Fig. 7.22). Regarding size most depictions 
DUHHLWKHUVPDOORUPHGLXPWKHᚏUVWRQHLVWKHPRVWIUHTXHQWZLWKFDVHVFORVHO\
IROORZHGE\FDVHVRIPHGLXPVL]HRQO\WKUHHGHSLFWLRQVFDQEHFODVVLᚏHGDVELJ
(8,6%) (Fig. 7.23). Technique is quite complicated in the case of La Covaciella since many 
GHSLFWLRQVFRPELQHWZRRUPRUHWHFKQLTXHVGUDZLQJLVWKHPRVWIUHTXHQWEHLQJUHG
WKHPRVWXVHGSLJPHQWWKHPHDQVE\KRZWKH\ZHUHH[HFXWHGDUHXQNQRZQQ 
the other used means are colorant pencil and digital with a similar dispersion. The drawings 
executed with black pencil, without combination with engraving, are four in total (11,4%), 
three executed with a simple outline and one painted. The engraving was also used without 




and a simple outline (n=9, 25,7%), followed 
by incision, in two cases with a simple outline 
DQGRQHZLWKDPXOWLSOHRXWOLQHQ 
there is an engraving whose technique could 
not be ascertained clearly. Finally, there are 
ᚏYH FDVHV ZKHUH GUDZLQJ DQG HQJUDYLQJ
appear combined in which incision and digital 
where combined with drawing with a black or 
red pigment (Fig. 7.24). The representation 
IRUPDW LV PRVWO\ LQGHWHUPLQDEOH Q   FRUUHVSRQGLQJ ZLWK WKH QRQᚏJXUDWLYH
DVVHPEODJHFRQVLGHULQJWKHᚏJXUDWLYHHQVHPEOHWKHPRVWIUHTXHQWUHSUHVHQWDWLRQIRUPDW
is total (n=6, 17,1%), closely followed by the upper part with 5 cases (14,3%), three cases of 
only the head (8,6%) and only a single case of the lower part represented (2,9%) (Fig. 7.25). 
7KH ᚏJXUHV GR QRW LQWHUDFW LQ JHQHUDOZLWK WKH URFN VXUIDFH ,Q VHYHQ FDVHV WKH JUDSKLF
unit was partially framed (20%), the rest do not seem to have been placed in any particular 
SRVLWLRQLQWZRFDVHVDᚏJXUHWKHWZRLQGHWHUPLQDEOHERYLQDHRQHLQSDQHO,,DQGWKHRWKHU
on panel III.3, have been completed with the shape of the rock (5,71%) (Fig. 7.26). 




Fig. 7.25. Representation Format
Fig. 7.24. Technique
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IRUWKHᚏJXUDWLYHGHSLFWLRQVLVSUHIHUHQWLDOO\OHIWQ EXWLWLVFORVHO\IROORZHGE\ULJKW
orientation (n=6, 17,1%). 
Seven panels are composed by single, isolated depictions. Two panels are constituted by 
two or more depictions and only one has multiple graphic units. Panel III.6 has two depictions 
FORVHO\ MX[WDSRVHG7KHUHODWLRQVEHWZHHQWKHGHSLFWLRQV LQ3DQHO ,,,DUHPRUH LQWULFDWH
PRVWRIWKHGHSLFWLRQVDUHFORVHO\MX[WDSRVHGWRHDFKRWKHUPDNLQJWKHGHFRUDWLRQFRQWLQXRXV
ᚏYHGHSLFWLRQVRIWKHSDQHODUHLQWHUVHFWLQJZLWKDVPDOOSDUWRIRWKHUDQG,Q
conclusion, 20% of the depictions are isolated (n=7), 14,3% intersection and the rest, 65,7%, 
LQFORVHMX[WDSRVLWLRQ
7KHPD[LPXPYLVXDOL]DWLRQDUHDRI WKHGLᚎHUHQWSDQHOV LVQRWYHU\ELJGXH WR WKH ODFNRI
VSDFHLQWKHLUVSHFLᚏFDUHDVLWUDQJHVEHWZHHQVTXDUHPHWHUVDQGVTXDUHPHWHUV
Panel III.6 has the biggest MVA but as we expressed on the panel description it is theoretical 
since as much people would block the depiction, the real MVA would be for at most around 
5 people. A similar thing happens with panel II.1 which theoretically would permit 11 people 
but the space, the sloped area, would not permit that many people, and would be also around 
5-6 people at most. Thus, eliminated the problematic panels from the analysis, the panel 
with the biggest area is panel III.3 that would allow up to 19-20 people at the same time in 
GLᚎHUHQWSRVLWLRQVDQGZLWKDSDUWLDOYLHZIRUVRPHYLHZHUV3DQHOV,,,,,,,,,,DQG
III.7 have around an area that would allow between 5 and 10 people to see them. Only one 
panel in the cave has a MVA that could not be seen by more than 5 people. 
Taking into account point of optimal visualization the spaces are much more restricted, 
ranging from 3,4 square meters to 0,5 square meters. Panel III.3 has the biggest capacity of 
seven or eight people either sitting, crouching or kneeling which allows a better perspective 
over the whole panel, but it is also possible to achieve in an upright position. Panels II.1, III.2, 
,,,,,,FDQEHVHHQE\WKUHHSHRSOHDWWKHVDPHWLPHRSWLPDOO\IRUSDQHOV,,,,,,,,,
point of optimal visualization is reduced to one or two people at the same time (Fig. 7.27).
Fig. 7.26. Rock Frame and Rock Incorporation
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en el término municipal de Rionansa, Cantabria. La cueva era conocida en la comarca, 
puesto que se decía que en ella había un tesoro enterrado por un moro llamado Chufín, 
de hecho la cueva era conocida como “del moro Chufín” e incluso algunos vecinos de 
SREODFLRQHVFHUFDQDVKDE¯DQ OOHJDGRDSUDFWLFDUDJXMHURVEXVFDQGRHO  IDPRVR ಯWHVRURರ
Estas excavaciones todavía se ven en el vestíbulo y en algunos puntos de la galería principal. 
Actualmente se la conoce simplemente como Chufín.
Su boca se orienta en dirección N-NO y sus coordenadas UTM son, según el Datum 89, 
Huso 30 X=381.471 Y=4.794.366, su altura sobre el nivel del mar es de 113m. 
El acceso actual a la cavidad se efectúa desde la carretera CA-181 en dirección a 
Puentenansa. Antes de llegar a esta localidad hay que tomar el desvío en dirección a 
5LFORQHVMXVWRDQWHVGHOOHJDUD&HOLV3DUDOOHJDUDODFXHYDKD\TXHFUX]DUHOFDVFRXUEDQR
de Riclones y meterse por una pista forestal. El último tramo se hace a pie hasta alcanzar el 
embalse de Palombera, que hay que rodear hasta la boca de la cavidad, oculta parcialmente 
SRUYHJHWDFLµQ(QODDFWXDOLGDGSRUODLQᚐXHQFLDGHOHPEDOVHHODFFHVRDODFDYLGDGHQ
épocas lluviosas es imposible a través de este camino, debido a la subida del nivel de las 
aguas, que nunca alcanzan la boca de la cueva pero sí cubren parte del camino. En este 
caso el único acceso posible es en barca (Fig. 8.1 y 2.).  
'HVFULSFLyQGHODFDYLGDG\JHRORJtD
La cueva de Chufín se caracteriza por ser una galería recta en dirección E precedida por un 
vestíbulo de dimensiones intermedias (Fig.8.3). 
El Vestíbulo de la cueva tiene una orientación O, 11 m de anchura por 3 m de altura 
aproximada y ligeramente variable. En la actualidad el vestíbulo está relleno por sedimentos 
que han sido excavados en diferentes áreas, como explicaremos más adelante. Entre los 
sedimentos asoma la roca caliza cuyo origen desconocemos: podría tratarse bien de roca 
madre que emerge entre los sedimentos y que nunca quedó cubierta por los mismos o bien 
bloques caídos del techo que descansan sobre el lecho sedimentario. El vestíbulo disminuye 
progresivamente en tamaño creándose un área máxima de aproximadamente 108 m2 . En 




una pequeña galería prácticamente colmatada por sedimentos y por la que hay que acceder 
gateando. En este punto se instaló un muro con una puerta para evitar la entrada. 
La galería principal tiene un desarrollo lineal, en dirección E-O. Tras la estrecha entrada la 
cueva se hace sensiblemente más ancha durante los primeros metros, llegando hasta los 
PODDOWXUDVLQHPEDUJRHVEDVWDQWHOLPLWDGDHQHO£UHDWUDVODJDOHU¯DGHHQWUDGD7UDV
19 m la cueva se estrecha ligeramente y debido a la existencia de una ligera pendiente 
descendente y, sobre todo, al aumento de la altura de los techos, la galería se hace mucho 
más sencilla de transitar. Durante aproximadamente 10 m la pendiente se hace algo más 
acusada y la galería se estrecha para de nuevo abrirse formando una sala que termina a 
PGHODHQWUDGD(QHVWHSXQWRHOVXHORVHYXHOYHOODQRHQHOODGRL]TXLHUGR6GHOD
misma aparece un piso fósil de gran altura y pendiente. Tras 45 m desde la entrada se abre 
una gran sima, hoy en día anegada por las aguas del embalse de Palombera. Esta galería 
principal es única y de ella no parten galerías secundarias en la primera mitad del recorrido. 
La sima, y en consecuencia el “lago” que la ocupa, tiene unos 12 m de longitud por 15,6 m de 
anchura. La profundidad de la sima con respecto al borde de la galería nos es desconocida 
SRUODSUHVHQFLDGHODJXDVLQHPEDUJRODDSUR[LPDFLµQTXHSRGHPRVKDFHUHVGHDP
Al otro lado del lago se abren algunas galerías de aparente reducido tamaño que no hemos 
SRGLGRSURVSHFWDUGHELGRDODVGLᚏFXOWDGHVTXHHQWUD³DU¯DVHPHMDQWHH[SORUDFLµQ
La cueva se caracteriza por ser bastante seca y apenas contar con reconstrucciones 
litoquímicas. Presenta, además, abundancia de bloques calizos caídos a lo largo de todo 
el recorrido pero sobre todo a partir del punto en el que la galería se estrecha pero se hace 
más alta. En la primera parte del recorrido podemos reconocer hoyos, algunos oseras otros 
SRGU¯DQVHUDJXMHURVDELHUWRVSRUORVFD]DWHVRURVTXHKDE¯DQLGRD&KXI¯QFRQODLQWHQFLµQ
de localizar el “oro del moro Chufín”. 
+LVWRULRJUDItD
Las representaciones interiores de la cueva de Chufín fueron descubiertas por Manuel 
GH&RV%RUEROODVXVKLMRV0DQROR\-DYLHU\HOJXDUGDGHODSUHVDGH3DORPEHUD3ULPR
González, el 30 de marzo de 1972. En este momento la cueva de Chufín solo podía ser 
alcanzada mediante una barca, puesto que el camino actual para llegar a ella no se conocía 
o estaba inundado por el nivel del embalse de Palombera. 
0DQXHO GH&RV QRWLᚏFµ HO KDOOD]JR HQ HO0XVHR$UTXHROµJLFR1DFLRQDO \ SRFR GHVSX«V
Martín Almagro comenzó la investigación de la cavidad descubriendo el panel exterior de 
JUDEDGRV\DOJXQDVRWUDVᚏJXUDVHQHOLQWHULRUGHODFXHYD
El primer estudio corresponde a M. Almagro con el apoyo de Luis Ulibarri y Cesar Liz, 
TXH OOHYDURQ D FDER OD WRSRJUDI¯D 3HGUR6DXUD GLEXMµ ORV FDOFRV \0DQXHO GH&RV VXV
KLMRV\3ULPR*RQ]£OH]D\XGDURQGXUDQWHORVWUDEDMRVHKLFLHURQDOJXQDVIRWRJUDI¯DV(VWH
HVWXGLRVHSXEOLFµHQ7UDEDMRVGH3UHKLVWRULDALMAGRO, 1973), en él se hace un análisis 
en profundidad de las representaciones, por un lado los grabados exteriores y, por otro, los 
JUDEDGRV\GLEXMRVGHOLQWHULRUGHODFDYLGDGDORVTXHVHVXPDXQHVWXGLRW«FQLFRWHP£WLFR
\FURQROµJLFRLQFOX\HQGRXQLQWHUHVDQWHDSDUDWRJU£ᚏFR
Esta primera publicación está complementada por otras de carácter más sintético también 
escritas por Almagro en los años siguientes al descubrimiento, pero sin hacer nuevas 





aportaciones en cuanto a contenido (ALMAGRO, 1974, 1976). En 1977 se publicó un 
nuevo artículo en el que se incluyen cuatro nuevos paneles de grabados descubiertos entre 
marzo y agosto de 1974, durante las excavaciones del vestíbulo de la cavidad. Una nueva 
SURVSHFFLµQSHUPLWLµDORVDXWRUHVORFDOL]DUXQQXHYR£UHDFRQJUDEDGRVVLWXDGDEDMRODV
nubes de puntos en una cornisa elevada. La publicación recoge los calcos de estos paneles, 
una descripción detallada de las representaciones y, al igual que en la publicación anterior, 
XQDQ£OLVLVGHFRQMXQWRDWUDY«VGHODWHP£WLFDODW«FQLFDHOHVWLOR\ODFURQRORJ¯D
Del siguiente estudio sobre el dispositivo parietal de la cueva de Chufín únicamente se 
SXEOLFµXQDYDQFHMXQWRFRQHOGHRWURVFRQMXQWRVSUµ[LPRV0LFROµQ\/RV0DUUDQRV'¯D]
Casado (2000) menciona nuevos hallazgos en el panel exterior, sobre la cornisa donde se 
abre la puerta de entrada a la cueva, unos grabados en un bloque del suelo del vestíbulo y 
algunas manchas de pintura. Además, señala errores e inexactitudes en las publicaciones 
DQWHULRUHVTXHSUHWHQGHVXEVDQDU\GHᚏQLUPHGLDQWHHOXVRGHIRWRJUDI¯DLQIUDUURMD
(OUHVWRGHWUDEDMRVTXHWLHQHQFRPRREMHWLYRODFXHYDGH&KXI¯Q\DQRVHFHQWUDQHQVX
FRQMXQWRSLFWµULFRVLQRHQHO\DFLPLHQWRDUTXHROµJLFRCABRERASTRAUS, 1983, pp. 
55–56).
3DUD HQFRQWUDUP£V UHIHUHQFLDV D OD FDYLGDG WHQHPRVTXH EXVFDU DUW¯FXORV GH FRQMXQWR
*RQ]£OH](FKHJDUD\\*RQ]£OH]6DLQ]HQXQDUW¯FXORGHUHYLVLµQGHORVFRQMXQWRVSDOHRO¯WLFRV
de la cornisa cantábrica dedican un breve párrafo a la cueva de Chufín en el que se menciona 
la existencia de “varios bóvidos, incluido el bisonte” sin dar más referencias (GONZÁLEZ-
ECHEGARAY & GONZÁLEZ-SAINZ, 1994, p. 28). 
(OP£V LQWHUHVDQWHGHHVWRVDUW¯FXORVGHFRQMXQWRHVHOSXEOLFDGRSRU&*RQ]£OH]6DLQ]
(2000) sobre los bisontes arcaicos de la Cornisa Cantábrica. En él publica un grabado de 
bisonte exterior inédito localizado en el Panel de las Ciervas, que describe detalladamente. 
Además menciona la existencia de una cierva grabada en el frente calizo de la cavidad, que 
publica posteriormente (GONZÁLEZ-SAINZ, 2010) y analiza de nuevo los bisontes en el 
segundo panel interior.
-$QJXOR\0*DUF¯D'LH]SHQXQOLEURGHGLYXOJDFLµQUHHYDO¼DQXQFRQMXQWR
de signos, el 5 y 7 según Almagro (1973), y lo reinterpretan como una venus paleolítica 
completa en la que se utilizaría el soporte, que le da volumen y cohesión visual. 
$GHP£V OD FDYLGDG DSDUHFH PHQFLRQDGD \ HVWXGLDGD HQ UHODFLµQ D RWURV FRQMXQWRV HQ
numerosas obras (ARROYO, SARRÓ, & MONTEROFORTEAHERNANDO-
ÁLVAREZRUIZ-REDONDO, 2011) y se ha estudiado en algunas tesis doctorales 
(CASADOGARATEHERNANDO-ÁLVAREZROBERT, 2006). 
0RGL¿FDFLRQHVHVSDFLDOHV
Al contrario que en otras cavidades abiertas al público, Chufín no ha sufrido grandes 
PRGLᚏFDFLRQHVHVSDFLDOHV/DPD\RUHVODSURGXFLGDSRUODH[FDYDFLµQDUTXHROµJLFDOOHYDGD
DFDERHQHO YHVW¯EXORTXHKDPRGLᚏFDGR ODDOWXUDFRQ UHVSHFWRDO VXHORGH ORVSDQHOHV
exteriores con grabados. Al no contar con una publicación detallada de las excavaciones 
desconocemos la relación entre los diferentes suelos arqueológicos y el panel. 
2WUDVPRGLᚏFDFLRQHVVRQ ODVGHELGDVDOFLHUUHGH ODFDYLGDGDXQTXHVHPHQFLRQDHQ OD
monografía (ALMAGRO, 1973, p. 13) que el cerramiento se hizo con cuidado “procurando 
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UHPRYHU DO P¯QLPR ORV HVWUDWRVರ &RQVLVWH HQ XQD UHMD TXH DEDUFD WRGR HO YHVW¯EXOR GH
la cavidad y una puerta de hierro cerrada con una construcción de piedra. Ésta, según 
menciona Díaz Casado (2000), podría afectar a algunos grabados similares a los del panel 
de las ciervas. 
(QHO LQWHULRU ODVPRGLᚏFDFLRQHVHIHFWXDGDVVHUHGXFHQD ODH[FDYDFLµQGHXQDSHTXH³D
WULQFKHUDSDUDIDFLOLWDUHOSDVRGHORVWXULVWDVHQOD]RQDGHWHFKRP£VEDMRWUDVODHQWUDGD(Q
HOUHVWRGHODFDYLGDGQRVHKDOOHYDGRDFDERQLQJXQDPRGLᚏFDFLµQGHVGHVXGHVFXEULPLHQWR
La presencia del lago interior, generado por el nivel de agua del embalse de Palombera, 
podría haber ocultado alguna galería con arte paleolítico, pero desconocemos como sería 
la morfología original de la cueva o si se han llevado a cabo exploraciones de esta zona de 
la cueva. 
<DFLPLHQWRDUTXHROyJLFR
La primera noticia de la existencia de yacimiento la encontramos en la primera monografía 
de la cueva en la que se menciona que el suelo de tierra “constituye claramente un 
yacimiento de bastante profundidad según se puede apreciar por las excavaciones hechas 
por los buscadores de tesoros” (ALMAGRO, 1973, p. 13) en los que se pueden ver lascas de 
cuarcita y abundante fauna. Además, con la intención de contextualizar las representaciones, 
PDQLᚏHVWDVXLQWHU«VHQOOHYDUDFDERXQDVH[FDYDFLRQHVTXHWHQGU£QOXJDUHQWUHPDU]R\
agosto de 1974 y que fueron dirigidas por Victoria Cabrera y Federico Bernaldo de Quirós.
'XUDQWHHVWDVH[FDYDFLRQHVVHDEULµXQDVXSHUᚏFLHGHP2EDMRHOSDQHOGHORVJUDEDGRVHQ
ODTXH¼QLFDPHQWHVHORFDOL]µXQDVHFXHQFLDᚐXYLDOFRQDOJXQDVODVFDVSRFRGLDJQµVWLFDV
se alcanzó una profundidad máxima de 80cm. El resultado negativo les llevó a abrir ocho 
FXDGU¯FXODVHQXQDQXHYD]RQD MXQWRDO WDOXGGH ODHQWUDGD(QHVWDVH ORFDOL]DURQFDVL
HQVXSHUᚏFLHGRVKRJDUHV\XQDHVWUXFWXUDGHKDELWDFLµQIRUPDGDSRUXQDFXEHWDGHGRV
PHWURV GH GL£PHWUR VH HQFRQWUµ DEXQGDQWH PDWHULDO O¯WLFR W¯SLFR GHO VROXWUHQVH SXQWDV
foliáceas), dos azagayas de bisel central, de sección aplanada y circular y fauna típica de 
OD]RQD(OFRQMXQWRLQGXVWULDOLQGLFDTXHQRVHQFRQWUDPRVDQWHXQSHULRGRDYDQ]DGRGHOD
FXOWXUDVROXWUHQVHDXQTXH ORVDXWRUHVDᚏUPDQTXHHODVHQWDPLHQWRQRGHELµVHU ODUJRQL
haber sido densamente ocupado. En el yacimiento aparecieron algunos restos de ocre, pero 
WDQHVFDVRVTXHODDXWRUDQRVHDWUHYHDUHODFLRQDUORVFRQHOFRQMXQWRCABRERA, 1977). 
$SDUHFHQEDMRHVWHHVWUDWRVXSHUᚏFLDORWURVGRVHVWUDWRVXQRWDPEL«QFRQLQGXVWULDW¯SLFD
del Solutrense y otro con abundantes restos faunísticos, pero con escasa industria lítica, 
por lo que no se atribuye, provisionalmente, a ninguna cultura. Además, en el estudio de las 
ᚏJXUDVVHSXEOLFDXQDGDWDFLµQGHOSULPHUQLYHOHOVXSHUᚏFLDOHQODTXHVHREWXYRs
BP (Ref. CSIC-650) y que se relaciona con el dispositivo parietal (ALMAGRO, CABRERA, & 
BERNALDO DE QUIRÓS, 1977).
L. G. Straus (1983, pp. 55–56) le dedica unos breves párrafos en los que menciona que el 
nivel excavado se trataría de “un pequeño residuo (preservado de la erosión por bloques 
desprendidos en la entrada del abrigo) de lo que fue un importante yacimiento ya arrasado”. 
)LHOGZRUN




a more in-depth examination when we took notes for the description and the geological 
LQIRUPDWLRQUHODWHGWRWKHVWXG\7KHVL]HRIWKHFDYHFRPELQHGZLWKVRPHGLᚑFXOWLHVದWKH
lake inside the cave–, prevented us from making an exhaustive prospection of the walls of 
the cave, limiting it to the areas where graphic units were already discovered: the vestibule, 
the principal gallery and the chamber in both levels. 
'XULQJWKHVWXG\RIWKHYHVWLEXODUDUHDZHORRNHGWKHGLᚎHUHQWEORFNVRQWKHᚐRRUORRNLQJ
for the engravings Y. Diaz Casado (2000) and González Sainz (2010) mention on their 
SXEOLFDWLRQVEXWXQIRUWXQDWHO\ZHZHUHXQDEOHWRORFDWHWKHP1HLWKHUFRXOGZHᚏQGVRPH
of the engravings that were included in the second article by Almagro et al. (1977) in the 
upper level of the chamber. 
'HVFULSWLRQRIWKHURFNDUWHQVHPEOH (Fig.8.4)
7.1 TOPOGRAPHIC UNIT 1 
7KHᚏUVWWRSRJUDSKLFXQLWRI&KXI¯QFDYHLVORFDWHGLQWKH9HVWLEXOHDUHDGLVWULEXWHGLQVHYHUDO
SDQHOVRYHUWKHZDOOV7KHVHSDQHOVDUHSRVLWLRQHGLQGLᚎHUHQWDUHDVEXWWKHOLJKWUHDFKHV
all of them, depending on the hour, of the day the graphic units can be seen without any 
supplementary light in most cases. The access is very easy once reached the cave since it 
only entails crossing the vestibular area. 
The location of the panels is in close proximity to the living area meaning the inhabitants 
FRXOGKDYHVHHQ WKHGHSLFWLRQVZLWKRXWDQ\GLᚑFXOW\1RZDGD\V WKHSDQHOVDUHQRW LQDQ
excellent preservation state but in a moment closer to the execution time they would have 
been much easier to see due to the contrast that nowadays is lost due to the weathering of 
the rock surface.
7KHSDQHOVDUHGLVWULEXWHG LQ WZRDUHDV WKHᚏUVWSDQHO LV WKHELJJHVWRQH ORFDWHGEHVLGH
WKHHQWUDQFHWRWKHPDLQJDOOHU\RIWKHFDYHDOPRVWLQIURQWRILWLQDQRRNRIWKHZDOOLVWKH
second panel composed of a single graphic unit. Finally, in the right area of the vestibule is the 
WKLUGRQHSODFHGDWDORZSRVLWLRQRQWKHZDOOSRVVLEO\GXHWRVHGLPHQWᚏOOLQJLWLVFRPSRVHG
of several intricate graphic units. As previously mentioned, several authors have discovered 
HQJUDYLQJVLQRQHRIWKHOLPHVWRQHURFNVRQWKHᚐRRURIWKHYHVWLEXOHXQIRUWXQDWHO\ZHGLG
)LJ7RSRJUDSKLFXQLWVGLVWULEXWLRQ0RGLᚏHGIURP*21=/(=6$,1=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not locate them. 
7KHLWLQHUDU\FDQEHWUDQVLWHGZDONLQJLQDQXSULJKWSRVLWLRQZLWKRXWDQ\GLᚑFXOW\LWLVYHU\
short, the furthest panel is only 11 m from the start of the corbel of the cave. 
The Vestibule is 11m deep at its deepest point and 8,2 m at the minimal, thus it is quite 
shallow. Its width is at most 12,7 m and 6,1 at the narrowest point, the area near the entrance 
to the gallery. The height of the ceiling is between two and three meters it is variable because 
of the excavation works. 
7KLVDUHDRIWKHFDYHKDVEHHQTXLWHPRGLᚏHGᚏUVWE\WKHWUHDVXUHKXQWHUVDQGDIWHUZDUGV
by the archaeological dig. Nonetheless this could help us to estimate a possible height of, at 
OHDVWWKHᚏUVWWZRSDQHOV:HZLOOH[SORUHWKLVSRVVLELOLW\LQHDFKRIWKHP7KHDUFKDHRORJLFDO
remains unearthed are a Solutrean level that shows habitation in the central part of the 
YHVWLEXODU DUHD QRQHWKHOHVV WKH UHVHDUFKHUV FDQQRW UHMHFW WKH SRVVLELOLW\ WKDW WKH PRVW
important part of the site has been destroyed since it would have been in front of the corbel 
and was lost during a collapse. Topographic unit 1 can be characterized as an open space, 
it also has been demonstrated that it was a habitation area which has much more important 
implications since all the people on the group could observe the depictions. The total area is 
108 square meters. 
Panel 1
/RFDWHG LQ WKH IDUHQGRI WKHYHVWLEXODUDUHD MXVWEHVLGH WKHVPDOOJDOOHU\HQWUDQFH ,W LV
positioned in a limestone ledge or overhang that starts on the wall leaving an empty, void, 
DUHDEHWZHHQWKHSDQHODQGWKHᚐRRU
The panel is located, nowadays at a medium height, the real vertical distance from the graphic 
XQLWVWRWKHᚐRRULVXQNQRZQGXHWRWKHFKDQJHVWKDWWRRNSODFHDIWHULWZDVH[HFXWHGEHFDXVH
it went through a sedimentation process and it was excavated subsequently, modifying 
WKHKHLJKW7KHSDQHOFRPSULVHVJUDSKLFXQLWVERWKᚏJXUDWLYHDQGQRQᚏJXUDWLYH7KH





GRHV QRW VHHP WR FRQVWLWXWH D ᚏJXUH VHYHUDO FHQWLPHWUHV RYHU LW WKHUH LV D SDUWLDO ᚏJXUH
(1.2), an indeterminable quadruped, only the rear quarters were depicted. Just a couple 
FHQWLPHWUHVRYHUDQG WR WKH OHIW LV WKH ᚏUVW FRPSOHWH ᚏJXUDWLYHGHSLFWLRQ DKLQG  LWV
KHDGDQGHDUVZHUHWUDFHGZLWKEDUHO\WKUHHOLQHVDQGZLWKDYHU\WULDQJXODUVKDSHWKHERG\
is also executed with very few traces with modular lines resulting in a quite rounded body. 
Following to the left and partially intersecting with 1.3 there is another hind (1.4), in this case 
much more schematic, only the upper body was depicted with a long neck and a triangular 
head. Over its neck there are three engraved lines that compose a head of a trilineal hind 
&ORVHO\MX[WDSRVHGWRLWWKHUHLV\HWDQRWKHUWZRKLQGVRQO\WKHKHDGDQGWKH
cervical-dorsal line were executed in both cases, one of them represented facing downward 
| DQG WKH RWKHU FRPSOHWHO\ WXUQHG RYHU | 7KH\ DUH SRVLWLRQHG LQ DQ UHFHVV RI
WKH URFN VXUIDFH WKHLU SRVLWLRQ LQ UHODWLRQ WR RWKHU JUDSKLF XQLWVPLJKW LQGLFDWH WKDW WKH\
were traced from the upper side of the ledge, at least 1.7. At the same height and several 
centimetres to the left there is a similar hind (1.8) only the upper body, executed with barely 




of the panel, at approximately the same level as 1.7 and 1.8, there is a depiction of a bison 
(1.11), recognizable because of the hump or protuberance on its dorsal line. Just below, 
the last depiction of the upper frieze is an ensemble of lines (1.12) that might have been an 
LQFRPSOHWHᚏJXUDWLYHGHSLFWLRQWKDWZHMXVWFDQQRWLQWHUSUHW
7KHORZHUIULH]HLVPXFKPRUHFRPSOLFDWHGWRLQWHUSUHWGXHWRWKHHOHYDWHGQXPEHURIOLQHV
most of them seem to compose depictions but there are also some that do not correspond 
ZLWKDQ\WKHVHDUHGLᚑFXOWWRLVRODWHDQGWKXVLQPDQ\FDVHVZHPLJKWQRWKDYHLQGLYLGXDOL]HG
WKHP$OVRVWDUWLQJIURPOHIWWRULJKWWKHᚏUVWGHSLFWLRQLVSRVLWLRQHGLQDQLQWHUPHGLDWHSRVLWLRQ
EHWZHHQERWK IULH]HV LW LVDKLQG  MXVWEHORZ LW LVYHU\VLPLODU WR LWPD\EH OHVV
round. Just below the previous one and in front of its mouth there is an ensemble of lines that 
ZHFDQFRQVLGHUDYHU\VFKHPDWLFKLQG9HU\FORVHO\MX[WDSRVHGWRLWWKHUHLVDQRWKHU
ensemble of partial hinds (1.15, 16, 18) that are intersected between each other: a very big 
RQHORRNLQJWRWKHULJKWRYHULWDVLPLODURQHORRNLQJWRWKHOHIWDQGMXVWEHORZLWDQRWKHURQH
ORRNLQJWRWKHOHIWDOORIWKHPZLWKDQH[WHQGHGQHFNIDFLQJXSZDUGV8QGHUQHDWKWKHVHFRQG
hind (16), and intersected with it there is a sign composed by two curved lines that overlap 
on the sides. To the left of this ensemble there is yet another assemblage also composed by 
hind depictions that intersect between each other: 1.19, 1.20 and 1.21 intertwined with many 
QRQᚏJXUDWLYHOLQHVWKDWDUHGLᚑFXOWWRLQGLYLGXDOL]HDQGVHSDUDWHIURPWKHKLQGOLQHV
The technique is for all depictions the same: engraving with a deep incision in order to create 
DYHU\VLPSOHRXWOLQHWKDWDOORZVWRUHFRJQL]HWKHᚏJXUHEXWWKDWGRHVQRWSHUPLWWRJRIXUWKHU
,QVRPHFDVHVWKHOLQHVDUHPRUHVKDOORZFRQWUDVWLQJZLWKVHYHUDOᚏJXUHVLQZKLFKWKHOLQH





upright position, the height of the platform would have been the optimal position to draw the 
upper frieze but in order to draw the lower one the artist(s) would have had to lean forward 
DQGFURXFKRUNQHHOIRUWKHORZHVW7DNLQJLQWRDFFRXQWWKHᚐRRUQRZDGD\VLWZRXOGKDYH
allowed to execute the lower frieze in an upright position but to execute some of the upper 
frieze depictions he/she would have needed some kind of elevation, this problem might have 
been resolved by climbing on the rock and would explain the position of graphic units 6 and 
7KHH[FDYDWLRQZRUNUHGXFHGWKHᚐRRUE\FPEXWWKHODFNRIDUFKDHRORJLFDODUWHIDFWVLQ
the area do not allow to assume a height regarding any chronological period.
The access to the panel is very easy since it is in the vestibular area. Visibility is good, even 
QRZDGD\VLWLVSRVVLEOHWRVHHWKHLQWULFDWHOLQHVIURPWKHDFFHVVWRWKHYHVWLEXOHQRQHWKHOHVV
it is impossible to recognize the depictions, to do that it is mandatory to approach the panel. 
All of them can be seen in an upright position. Area of maximum visualization takes most of 
WKHYHVWLEXODUDUHDLWLVDURXQGVTXDUHPHWHUVPHDQLQJXSWRSHRSOHVWDQGLQJFRXOG
potentially see that the panel is engraved. Point of optimal visualization is the area around 
the panel, limited to the area in front of it and thus 3,8 square meters meaning eight people 
at most (Fig.8.5).








Located immediately in front of the previous panel on the left wall of the vestibular area. It is 





The panel is composed by a single, isolated depiction. The rock surface is limestone, vaguely 
GHFDOFLᚏHGJUH\LQFRORXUFRQFDYHDQGSDUWLDOO\VRIW7KHᚐRRUEHORZWKHSDQHOKDVEHHQ
PRGLᚏHGGXHWRWKHH[FDYDWLRQSURFHVV
7KHVLQJOHGHSLFWLRQ LVDQRQᚏJXUDWLYHHQVHPEOHRI OLQHV WZR IRUPLQJD WULDQJXODUVKDSH
completed by two lines on both sides (2.22). The technique is engraving with a single outline 
that in the partially soft rock surface leaves quite a deep trace. The position the artist had to 
acquire to engrave is unknown, it depends on the same factors we explained in the previous 
panel, it was either upright or leaning/crouching. 
The access to this panel is quite easy, only requires crossing the vestibular area. Visibility is 
limited due to the orientation of the panel that prevents seeing it in other position than in front 
of it. Area of maximum visualization is around 4,8 square meters, limiting the visibility to nine 
SHRSOHDWPRVWSRLQWRIRSWLPDOYLVXDOL]DWLRQLVLPPHGLDWHO\LQIURQWRIWKHGHSLFWLRQDQGWKXV
0,5 square meters, limiting it to one or two people (Fig.8.6). 
 
Figure 8.6. Panel 2. Location, general view and depiction. 




This height might be so low because this area was not excavated at all and has maintained 
LWVRULJLQDOKHLJKWKRZHYHULWFDQEHGHFHLWIXOEHFDXVHZHGRQRWNQRZWKHDFWXDOGLVWDQFH
EHWZHHQWKHᚐRRURQWKH3DODHROLWKLFDQGWKHHQVHPEOHRIHQJUDYLQJV)RXUJUDSKLFXQLWV
ERWKᚏJXUDWLYHDQGQRQᚏJXUDWLYHFRPSRVH WKHSDQHO7KH URFNVXUIDFH LV OLPHVWRQH LQD
SURFHVVRIGHFDOFLᚏFDWLRQLWLVPRVWO\ᚐDWNLQGRIVRIWDQGVPRRWK
7KHᚏUVWJUDSKLFXQLWLVDVLQXRXVOLQHSUREDEO\WKHFHUYLFDOGRUVDOOLQHRIDELVRQLW







the frontal ones due to the presence of a hock, and a ventral line (3.26). The technique is the 
VDPHDVH[SUHVVHGDERYHIRUWKHᚏUVWJUDSKLFXQLWTXLWHGHHSOLQHVH[HFXWHGZLWKDQDUWHIDFW
and a single outline. The fact that the rock is only partially softened makes trying to determine 
WKHWHFKQLTXHHQWLUHO\7KHSRVLWLRQWKHDUWLVWKDGWRDFTXLUHLVXQNQRZQGXHWRWKHGLᚑFXOWLHV
we already mentioned and in this case we do not want to make an approximation.
7KHDFFHVVWRWKLVSDQHOLVYHU\HDV\LWLVORFDWHGYHU\FORVHWRWKHDUFKWKDWFRQVWLWXWHVWKH
HQWUDQFHWRWKHYHVWLEXODUDUHD,WVORFDWLRQVRFORVHWRWKHᚐRRUOLPLWVLWVYLVLELOLW\VLQFHZH
do not know the exact position on the wall originally we are taking the current perspective. 
Maximum visualization area is around 17,6 square meters (35 people standing) this area 
allows mostly to see that there are engravings but, actually, to see them it is necessary to 
DSSURDFK WKHSRLQWRIRSWLPDO YLVXDOL]DWLRQ LVDURXQGVTXDUHPHWHUV OLPLWLQJ LW WRᚏYH
people standing (Fig.8.7). 
7.2.TOPOGRAPHIC UNIT 2
Constituted by the main gallery after the entrance to the cave. The decoration of this particular 
area is limited to three simple panels, each with a single, isolated, depiction. The access can 
be done crossing the vestibular area, through the small conduct that opens at its farther end. 
It is quite easy but requires crawling through it since sedimentation has partially blocked 
it. From the entrance point, it is necessary to carry a light because of the narrow opening 
DQGWKHODFNRIVSDFHWKHQDWXUDOOLJKWGLVDSSHDUVRQO\DIWHUDFRXSOHRIPHWHUV$IWHUWKRVH
same couple meters, the gallery’s width becomes larger but the ceiling is still quite low, this 
area has to be transited on the knees, after about 7 m of itinerary it is possible to continue 
FURXFKLQJUDWKHUWKDQNQHHOLQJ$QGᚏQDOO\DERXWPHWHUVDIWHUWKHHQWUDQFHLWLVSRVVLEOH
to stand straight. The rest of the way in the cave can be transited in an upright position.
7KHPDLQJDOOHU\RI WKHFDYH LVPHWHUV ORQJ LWVZLGWKDIWHU WKHQDUURZFRQGXFW LQ WKH
entrance in the central part of the gallery is stable, the maximum is 13,3 m. Towards its 
ending, it tapers down marking its end at about 47,7 m from the entrance with only 4,4 meters 
of width. After this narrowing, the main chamber of the cave starts where topographic unit 
LVSODFHG7KLVSDUWRIWKHFDYHLVFKDUDFWHUL]HGE\WKHODFNRIFDOFLWHIRUPDWLRQVLQIDFW
LW LV TXLWHGU\QRZDGD\V RQ WKHRWKHUKDQG WKHUHDUHQXPHURXV OLPHVWRQHEORFNV LQ WKH
ZD\6HGLPHQWVFRPSRVHWKHᚐRRULQWKHᚏUVWSDUWRIWKLVWRSRJUDSKLFXQLWWKHUHDUHVHYHUDO
shallow depressions possibly created by the treasure hunters or by bears. 
7KHWKUHHSDQHOVWKDWFRQVWLWXWHWKLVXQLWDUHVFDWWHUHGRQWKHULJKWZDOOWKHᚏUVWRQHLVORFDWHG
RQO\PIURPWKHHQWUDQFHSRLQWRQDFKLPQH\FUHDWHGE\GLVVROXWLRQDQGHURVLRQFXUUHQWV
because of this, it is possible to stand up. The other two panels are already in the part where 
standing upright is possible. The second panel is located after the gallery starts to taper down 
DQGWKHWKLUGSDQHOLVSODFHGMXVWEHIRUHWKHWUDQVLWLRQWRWKHFKDPEHU
)URP DQ DUFKDHRORJLFDO SRLQW QR H[FDYDWLRQV ZHUH FDUULHG RXW LQ WKLV SDUW RI WKH FDYH
nonetheless, several artefacts were located in the beginning area, in the entrance tube. 
7KHPRVWVLJQLᚏFDQWRQHLVDKDQGD[HWKDWLWLVRQGLVSOD\LQWKH0XVHRGH$UTXHRORJ¯D\
Prehistoria de Cantabria. 
Topographic unit 2 can be characterized as an open space since it can hold more than three 
SHRSOHDWWKHVDPHWLPHWKHWRWDODUHDLVVTXDUHPHWHUV
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Panel 1
Positioned on the right wall of the cave, in a small chimney created by dissolution and erosion 
currents that allow standing up. It is very close to the entrance, the glow of the external light 
allows perceiving the exit at this point. However, the characteristics of the space require 
DUWLᚏFLDO OLJKW WREHDEOHWRVHHWKHHQJUDYLQJ7KHSDQHO LV ORFDWHGDWDPHGLXPKHLJKW LW
RQO\FRPSULVHVRQHJUDSKLFXQLW LQDQDUURZVSDFHZKLFKLVDSSUR[LPDWHO\FPWRWKH
ᚐRRU7KH URFNVXUIDFHRI WKHDUHD LV OLPHVWRQHEURZQ\HOORZ LQ FRORXU LW LV ᚐDW VPRRWK
DQGKDUG7KHᚐRRUEHORZWKHSDQHOLVᚐDWWKHFORVHQHVVZLWKWKHHQWUDQFHGRHVQRWDOORZ
us to ascertain if the height of the depiction is the same as when it was executed given the 
sedimentation in the area and the fact that archaeological artefacts have been recovered but 
it has not been excavated. 
7KHVLQJOHᚏJXUDWLYHGHSLFWLRQLVDVLJQFRPSRVHGRIWZRWULDQJOHVZLWKWKHSRLQWXSFRQQHFWHG
by a line on their base, the lines in the inner part of the triangle continue after the base line 
creating another triangular shape that was not closed. The sign was engraved by incision 
ZLWKDVKDUSREMHFW7KHSRVLWLRQWKHDUWLVWKDGWRDFTXLUHWRH[HFXWHLVQRWFOHDULIZHWDNH
into account the height nowadays, he/she would have had to lean forward slightly if the 
height was less it could potentially have been traced standing up. 
The access to this panel is easy even though the height of the ceiling requires to transit 
NQHHOHG GRZQDW ᚏUVW WKRXJK MXVW IRU D FRXSOH RIPHWHUV9LVLELOLW\ LV YHU\ ORZGXH WR LWV
location in an area that requires transiting in an uncomfortable position and, because it is a 
quite wide gallery, it requires approaching the aforementioned chimney to see it. It is only 
possible to see from the standing area meaning 4 square meters and thus up to eight people. 
On the other hand, the height of the depiction nowadays would have prevented for that many 
people to see it. Point of optimal visualization is around 0,5 square meters reducing the 
optimal view to a single individual in an upright position (Fig.8.8). 
Panel 2
Located 23 m from the previous panel, going forward into the gallery it is already at the point 
where it is possible to walk straight and where the gallery starts to taper down before the 
main chamber of the cave. It is placed on the right side wall and composed of a single graphic 
XQLWDWDPHGLXPKLJKKHLJKWFP7KHURFNVXUIDFHLV OLPHVWRQHSDUWLDOO\GHFDOFLᚏHG
\HOORZRUDQJH LQ FRORXU WKH HQJUDYLQJ OLIWHG WKH H[WHULRU OD\HU OHDYLQJ DZKLWH WUDFN ,W LV
concave, smooth, soft and has crevices. The panel has a ledge below, the height from the 
GHSLFWLRQWRWKLVOHGJHLVFPDQGIURPLWWRWKHᚐRRUWKHUHDUHFP7KHᚐRRUKDVDVOLJKW
descending slope towards the main chamber. 
The depiction on this panel is hard to describe, originally it was published as a bird 
representation, but the tracing published was upside down. In the cave the head and the 
beak are facing downward. Given the unconventional theme, we do not know if we should 
FRQVLGHU LW DELUGRUDQRQᚏJXUDWLYHVLJQ)LQDOO\ZHKDYHHQWHUHG LW LQRXUGDWDEDVHDV
D QRQᚏJXUDWLYH GHSLFWLRQ D FRPSOH[ VLJQ FRPSRVHG RI WZR RYDO VKDSHV WKH XSSHU RQH
ZLWKDOLQHLQWKHFHQWUHIURPWKHORZHURQHFHQWUDOSDUWVWDUWWZRSDUDOOHOOLQHVWKDWHQGLQ
another oval shape, this time smaller from which, on its left side, a long line starts. It was 
H[HFXWHGZLWKDEOXQWREMHFWSUREDEO\DQXQVKDUSHQHGᚐLQWRUDEUDQFKWKDWOHIWDTXLWHWKLFN
but shallow groove. The position the artist had to acquire depends on where he/she was 
VWDQGLQJIURPWKHOHGJHDOHDQLQJIRUZDUGSRVLWLRQLVPRUHIHDVLEOHIURPWKHJDOOHU\ᚐRRUDQ
upright position is more reasonable (Fig.8.9). 
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The access to the panel is easy going through the entrance to the cave and continuing forward 
through the gallery. Visibility is good, though it is limited because of the technique utilized and 
the width of the gallery. Maximum visualization area is 8,8 square meters meaning it could be 
seen by 17 people at most, point of optimal visualization is limited to the immediate area in 
front of it and thus limited to 1 square meter and, consequently to two people. 
Figure 8.8. Panel 1. Location and depiction
Figure 8.9. Panel 2. Location, general view and depiction




narrowing that constitutes the division between topographic unit 2 and 3. It is positioned at 
DORZKHLJKWWKHRQO\GHSLFWLRQWKDWFRPSRVHVWKHSDQHOLVRQO\FPIURPWKHᚐRRU7KH
URFNVXUIDFHWKDWFRQVWLWXWHV WKHSDQHO LVSULPDULO\GHFDOFLᚏHG OLPHVWRQH LWV ORFDWLRQ LQD
FRQFDYLW\ZKHUHDZDWHUFXUUHQWᚐRZHGWKURXJKFDOFLI\LQJWKHDOUHDG\GHFDOFLᚏHGOLPHVWRQH
OHDYLQJ WKH VXUIDFH EURZQ ,W LV FRQFDYH VPRRWK DQG KDV FUHYLFHV 7KH ᚐRRU EHORZ WKH
SDQHOLVPRVWO\ᚐDWHYHQWKRXJKMXVWEHVLGHLWLVWKHODVWVORSHWRJHWWRWKHPDLQFKDPEHU1R
PRGLᚏFDWLRQVWRRNSODFHLQWKLVSDUWRIWKHFDYH
The single depiction is similar to the sign executed in panel 1 of this topographic unit: two 
triangles linked by a line on their base, the lines, in this case, continue after the line creating 
a third, inverted triangle and a triangular shape. The line in the right triangle creates a 
rectangular shape that connects with the “inverted” triangle. The technique used was a blunt 
REMHFWWKDWFUHDWHGDVKDOORZEXWWKLFNOLQHPRVWO\ZLWKD8VKDSHGVHFWLRQLWKDVDVLQJOH
outline. The position the artist had to acquire was either leaning forward or crouching down, 
probably the former. 
The access to this panel is the same as the panel mentioned above. Visibility is low due 
WRVHYHUDOFRQVWUDLQWV WKHKHLJKWRYHU WKHᚐRRU WKHEURZQLVKFRORXURI WKHSDQHODQG WKH
technique utilized. Area of maximum visualization is 4,8 square meters meaning up to nine 
people standing at the same time. Point of optimal visualization is limited to 0,5 square 
meters and one or two people at the same time, preferably leaning forward (Fig.8.10). 
Figure 8.10. Panel 3. Location, general view and depiction
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7.3. TOPOGRAPHIC UNIT 3
The main chamber of the cave constitutes topographic unit 3 of Chufín. This zone can be 
reached through the main gallery of the cave following the central path and the itinerary 
explained in the previous topographic units: walking through the vestibule, crossing, kneeled 
GRZQWKHFRQGXFWWKDWDOORZVHQWHULQJWKHFDYHDQGFRQWLQXLQJWKURXJKWKHᚏUVWORZHUSDUW
in a similar manner. After several meters it is possible to stand up and continue forward, the 
gallery then narrows down. After the narrowest point, the main chamber starts. From the 
entrance to the vestibule to the starting point of the gallery there are 47,7 m.  
+LJKFHLOLQJVFKDUDFWHUL]HWKLVFKDPEHULWLVZLGHUWKDQWKHJDOOHU\DQGKDVRQWKHOHIWVLGH
DQXSSHUOHYHOZLWKᚐRZVWRQHFDOFLWHWKDWDOORZVDFFHVVLQJWKHDUHDQHDUWKHFHLOLQJ$WWKH
IDUWKHUHQG WKHUH LVDSRWKROHᚏOOHGQRZDGD\VZLWKZDWHU IURP WKH3DORPEHUDGDP7KH
original morphology of this part of the cave is unknown because it was submerged before the 
discovery of the cave art. The extension of the emerged part is only 9,5 m, with the pothole 
it is 23,6 m long. The maximum width in the emerged –decorated– part is 9,3 m, counting 
both the central part and the upper levels. The main path is 5,5 m at the widest and the upper 
level 4,3 m. The pothole is 13 m long by 16 m wide. The level of the water varies depending 
on the outer level of the dam. 
This topographic unit is the most densely decorated of the cave with ten panels and 43 
JUDSKLFXQLWVGLVWULEXWHGDOORYHULWVDUHD7KHᚏUVWWKUHHSDQHOVDUHORFDWHGLQWKHPDLQSDWK
ZDOOV WZRRQ WKH OHIWDQGRQHRQ WKHULJKWRQ WKHEDVHRI WKHXSSHU OHYHO WKHᚏUVWRQH LV
FRPSRVHGRI WZRVLQJOH OLQHV IROORZHGE\DVLJQLᚏFDQWDQGYHU\YLVLEOHSDQHOZLWKHOHYHQ
JUDSKLFXQLWVERWKᚏJXUDWLYHDQGQRQᚏJXUDWLYH7KHSDQHORQWKHOHIWZDOOLVDOVRFRQVWLWXWHG
by a single graphic unit, very close to the pothole border in an occult position. The rest of the 




No archaeological remains were found in this topographic unit and, to our knowledge, no 
PRGLᚏFDWLRQVWRRNSODFHLQLWRWKHUWKDQWKHLQXQGDWLRQRIWKHSRWKROHDUHD7RSRJUDSKLFXQLW
FDQEHFKDUDFWHUL]HGDVDQRSHQVSDFHLQJHQHUDOKRZHYHUVRPHRIWKHSDQHOVDUHORFDWHG




panel is positioned on the wall at a medium height, the vertical distance from the graphic units 
WRWKHᚐRRUUDQJHVEHWZHHQFPDQGFPWZRQRQᚏJXUDWLYHJUDSKLFXQLWVFRPSRVH




probably caused by a water current during wetter periods. 
7KHWZRJUDSKLFXQLWVDUHOLQHVERWKKRUL]RQWDOLQUHODWLRQWRWKHᚐRRUDQGSDUDOOHOWRHDFK
other. They are executed with a single outline and a red colorant pencil. The position the 
artist had to acquire was probably upright and leaning forward. 
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The access to this panel is easy, continuing through the main gallery until the main chamber. 
9LVLELOLW\LVORZGXHWRFRQVHUYDWLRQSUREOHPVSUREDEO\WKLVZRXOGQRWKDYHEHHQDSUREOHP
ZKHQWKHOLQHVZHUHUHFHQWO\WUDFHG7KHLUYLVLELOLW\SUREDEO\ZDVJRRGEHIRUHWKH\FDOFLᚏHG
Area of maximum visualization is 4,8 square meters meaning nine people at most at the 
same time. Optimal point of view is limited to 1 square meter and thus two individuals in both 
cases in an upright position (Fig.8.11). 
Panel 2
Located on the same wall as the previous panel and as a continuation, the separation 
between both panels is because the distance between the graphic units was larger than 1 m. 
It is quite a long panel that extends up to the border of the pothole. 
7KH SDQHO LV SRVLWLRQHG RQ WKHZDOO DW DPHGLXPKHLJKW WKH YHUWLFDO KHLJKW EHWZHHQ WKH
JUDSKLFXQLWVDQGWKHᚐRRUUDQJHVEHWZHHQFPDQGFP(OHYHQJUDSKLFXQLWVERWK
ᚏJXUDWLYHDQGQRQᚏJXUDWLYH FRPSRVH WKHSDQHO7KH URFN WKDW FRQVWLWXWHV WKHHQVHPEOH
LV OLPHVWRQHVOLJKWO\FDOFLᚏHG LQVRPHDUHDVERWKSULPDULO\DQGVHFRQGDULO\7KHSDQHO LV
SRO\PRUSKGXH WR WKH ODUJHVXUIDFH WKDW LWFRYHUV WKHGHSLFWLRQVDUH ORFDWHGRQFRQFDYH
FRQYH[DQGVLQXRXVVXUIDFHV,WLVVPRRWKKDUGDQGKDVVRPHFUHYLFHV7KHᚐRRUEHORZWKH
panel has the same characteristics as the previous one. 
)URPULJKWWROHIWWKHᚏUVWGHSLFWLRQVRIWKHSDQHODUHERWKᚏJXUDWLYHDQGLQFORVHMX[WDSRVLWLRQ
in the right a complete depiction of an aurochs, very schematic but still recognizable, it has a 
pointy head, and the horns are facing forward. Seven centimeters to the left and up, there is 




(2.5). Utilizing the shape of the rock surface to remark some features such as the head and 
ERVRPWKHKHDGLVFRPSRVHGRIVHYHUDOYHUWLFDOOLQHVWKHERG\E\WZRRWKHUOLQHVIROORZLQJ
WKHVKDSHRIWKHURFNWKHDUPVRUKDQGVZLWKVKRUWKRUL]RQWDOOLQHVDQGᚏQDOO\WKHOHJDUHD






depiction that resembles a horse of which only the head and the crest were depicted. Over 
it and in a cornice of the wall and limestone pendants there are several colorant stains (2.9, 
%HVLGHWKHSRWKROHERUGHULVWKHODVWHQVHPEOHRIᚏJXUHVDQDVVHPEODJHRIᚏYHYHUWLFDO
bars, a horse’s head and colorant stains that could have constituted another partial horse 
ᚏJXUH7KH WHFKQLTXHVXWLOL]HGDUHYDULHGDOORI WKHGHSLFWLRQVZHUHH[HFXWHGE\DVLQJOH
RXWOLQHZLWKGLᚎHUHQWPHGLXPVUHGFRORUDQWSHQFLOGLJLWDOERWKE\GUDJJLQJ
11) and stamping (12). The colorant stains’ technique is unknown due to their conservation 
issues. The position the artist(s) had to acquire to draw them were varied, the most frequent 
)LJXUH3DQHO/RFDWLRQJHQHUDOYLHZDQGGHSLFWLRQV$%&'()*+
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would be standing upright but for some, the lowest, he/she would have had to be leaning 
forward. 
The access to this panel is easy, the same as for the previous one. Visibility is excellent 
and is improved by the characteristics of the space which allows seeing them without any 
FRQVWUDLQWVIURPPRVWO\WKHHQWLUHFKDPEHULIWKHREVHUYHUVKDGWKHVXᚑFLHQWLOOXPLQDWLRQ
The maximum visualization area would cover around 64,7 square meters meaning it could 
EHVHHQE\XSWRSHRSOHWKLVLVWKHRUHWLFDOVLQFHLWLQFOXGHVWKHVORSHGDUHDRIWKHXSSHU
level on the left. Point of optimal visualization for the whole ensemble would require some 
perspective acquired by standing in the middle area of the chamber and would be reduced to 
7 square meters and thus 14 people (Fig.8.12). 
Panel 3
/RFDWHGLQIURQWRIWKHODVWGHSLFWLRQVRIWKHSUHYLRXVSDQHOMXVWEHVLGHDYHUWLFDOSDUWRIWKH
slope that creates a ledge. Below that ledge is the panel. It is positioned in a small area that 
is almost invisible. The single depiction that composes the panel is placed at 125 cm from 
WKHᚐRRU7KHURFNVXUIDFHRIWKHSDQHO LVGLᚑFXOWWRDVFHUWDLQVLQFHDVSDQHO LW LVYHU\
FDOFLᚏHGSUREDEO\LWZDVOLPHVWRQHRULJLQDOO\EXWZHGRQRWQRZLIWKHFDOFLᚏFDWLRQVWDUWHG




with a red pencil and a single outline, it is composed of two curved convergent lines. The 
position the artist had to acquire in order to execute the graphic unit was leaning forward not 
only due to the height of the depiction but also because of the morphology of the panel. 
Figure 8.13. Panel 3. Location, general view and depiction
Blanca Ochoa Fraile
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The access to the panel is easy, following the same path as for the previous panels of this 
topographic unit. 
Visibility is low and limited by the selection of the surface where it was executed. Area of 
maximum visualization is limited to 1,4 square meters and to three people at the same time at 
PRVWLWLVDOVRUHVWULFWHGE\WKHSUR[LPLW\RIWKHSRWKROHERUGHU3RLQWRIRSWLPDOYLVXDOL]DWLRQ
is only 0.2 square meters and thus reduced to a single person (Fig.8.13). 
Panel 4
Located on the upper level near the ceiling of the chamber and in various surfaces on the left 




on a limestone overhang that creates sort of a wall between the real wall on the left side and 
WKLVRQHLWLVJUH\EURZQOLPHVWRQHVLQXRXVKDUGDQGKDVFUHYLFHV7KHQH[WGHSLFWLRQVDUH
ORFDWHG LQ WKHFHLOLQJFORVHO\ MX[WDSRVHG WR WKHSUHYLRXVRQHV LQDVXFFHVVLRQRIFRQFDYH
DUHDVWKHUHVWLVWKHVDPHKDUGOLPHVWRQHJUH\EURZQKDUGZLWKFUHYLFHVDQGLQWKLVFDVHV



















in most cases, upright maybe leaning forward in the lower ones. 
7KHDFFHVVWRWKLVSDQHOUHTXLUHVFOLPELQJWKHVORSHRQWKHOHIWVLGHRIWKHPDLQFKDPEHU
the easiest way is through the left side since it has a much easier path that, nonetheless, 
UHTXLUHVFOLPELQJVRPHVOLSSHU\DUHDVXQWLOUHDFKLQJWKHORFDWLRQZKHUHWKHᚏUVWᚏJXUHVRI
this panel are positioned. The maximum visualization area of this panel is large because the 
bigger ensembles of dots can be seen from the central-lower part of the chamber with the 
adequate lighting, thus, it is about 53,8 square meters. Theoretically, more than a hundred 
SHRSOHVWDQGLQJFRXOGVHHLWDWWKHVDPHWLPHDFWXDOO\LWZRXOGEHVOLJKWO\PRUHUHVWULFWHG
since it includes the sloped area, from where it can also be seen but would be impossible to 
hold people in some surfaces without falling. Point of optimal visualization is limited to the 
upper area of the chamber and restricted by the size of the panel and the possibility of seeing 
DOOWKHGHSLFWLRQVDWWKHVDPHWLPHLWLVUHGXFHGWRVTXDUHPHWHUVDQGFRQVHTXHQWO\WR
six people standing up (8.14).














a very slick surface where the depictions were executed, it is, depending on the day, wet or 
dry modifying substantially the visualization of the depictions. The surface is lightly sinuous, 
LQ VRPH SODFHV FRPSOHWHO\ ᚐDW DQG KDV FUHYLFHV DQG VPDOO KROHV 7KH ᚐRRU MXVW EHVLGH
the panel is a narrow strip that allows to stand up close to the panel but in order to see the 
depictions, at least nowadays, it is mandatory to lean over or, even better, to kneel or sit 
GRZQMXVWEHVLGHRULQIURQWRILW1RPRGLᚏFDWLRQVWRRNSODFHLQWKLVSDUWRIWKHFDYH
7KHVHSDQHOGHSLFWLRQVDUHYHU\GLᚑFXOWWRVHHGXHWRWKHWHFKQLTXHXWLOL]HGWRH[HFXWHWKHP
and thus it is almost impossible to see them completely. Nowadays the only way to view 
them is with the light very close by and carefully examining the surface. It also depends on 
WKHZHWQHVVRIWKHVXUIDFHZKHQLWLVGU\WKHHQJUDYLQJVDUHHYHQKDUGHUWRVHH7KHᚏUVW
depiction we are going to analyse is one of the most visible of the panel, located in the right 
VLGHDQGLQWKHPLGGOHDUHDLW LVDKHDGRIDQDXURFKVZLWKDVTXDUHKHDGDQGQRW
YHU\ZHOOLPSOHPHQWHGKRUQV2YHULWDQGSRVVLEO\LQWHUVHFWLQJZLWKWKHSUHYLRXVᚏJXUHWKHUH
is a horse depiction (5.23) the biggest and more complete of the panel is tough to see due 




ZLWK D YHU\ VKDUS REMHFW WKDW FUHDWHV D VKDOORZ LQFLVLRQ LQ WKH URFN WKH RXWOLQH LV LQ DOO
ᚏJXUHVPXOWLSOHZLWKVRPHH[FHSWLRQLQVRPHSDUWVRIᚏJXUHV
DQG7KHSRVLWLRQWKHDUWLVWKDGWRDFTXLUHLQRUGHUWRGHSLFWWKHᚏJXUHVZDVSUREDEO\
crouching and partially leaning forward over the panel either leaning over it or not. For the 
upper depictions, the complete horse and the antlers, leaning over the panel or kneeling or 
crouching over it would have been mandatory. 
The access to the panel is the same as the previous one: climbing up the slope that allows 
accessing this part of the topographic unit and continuing forward from the area where the 
previous panel is located through a narrow and frequently humid path. 




not of the depictions) is 1,9 square meters, meaning at most four people could stand before 
the panel. The optimal point of view depends on the light and the proximity of the observer, 
and thus we decided to reduce it to 0,1 and a single person given that only a person could 
see a depiction at a time (Fig.8.15).
Panel 6
Panel 6 is positioned on the wall and the transition to the ceiling in the continuation of the 
SUHFHGLQJSDQHOWKLVIDFWSUHYHQWHGXVIURPPHDVXULQJWKHKHLJKWRIWKHᚐRRUEHFDXVHZH
would have had to stand on the preceding panel. The height of the depictions that could 
EHPHDVXUHGUDQJHEHWZHHQFPRYHUWKHᚐRRUFPRYHUWKH OHGJHDQGFP
7KH SDQHO FRPSULVHV ᚏYH JUDSKLF XQLWV DOO RI WKHPQRQᚏJXUDWLYH 7KH URFN VXUIDFH WKDW
FRQVWLWXWHVWKHSDQHOLVOLPHVWRQHJUH\RUDQJHGHSHQGLQJRQWKHORFDWLRQSRO\PRUSKYHU\
YDULDEOHGHSHQGLQJRQWKHSRVLWLRQLQJRI WKHᚏJXUHDQGVRPHWLPHVFDOFLᚏHGHLWKHURYHURU
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XQGHU WKHGHSLFWLRQ ,W LVVPRRWKKDUGDQGKDVVRPHFUHYLFHV7KHᚐRRUEHORZWKHSDQHO
LV WKHVDPHDV IRU WKHSUHYLRXVRQHQRPRGLᚏFDWLRQV WRRNSODFH LQ WKLVSDUWRI WKHFDYH




about 50 cm to the right of the previous graphic unit, there is an ensemble of four dots (6.30) 
placed in a vertical convexity separated by the rest of the surface by two crevices. 40 cm to 
the left there is another ensemble of three dots disposed on an arch (6.31). Beside this and 
EHIRUHWKHQH[WVLJQWKHUHLVDQDVVHPEODJHRIDSSDUHQWO\QRQᚏJXUDWLYHUHVWVRIUHGSLJPHQW





of the technique used. The artist(s) position varied depending on the depiction, upright in 
JHQHUDOEXWLQVRPHFDVHVSRVVLEO\OHDQLQJIRUZDUGLQWKHFDVHRIWKHᚏUVWRQHHLWKHUOHDQLQJ
or crouching over the previous panel. 
The access is easy, following the same itinerary as for the previous panels. Visibility depends 
RQ WKHGHSLFWLRQ WKHLUVL]HDQG ORFDWLRQGRQRWDOORZZDWFKLQJ WKHP IURP WKHFHQWUDOSDUW
of the chamber and, thus, it is limited to the upper area which is much smaller. Area of 
PD[LPXPYLVXDOL]DWLRQLVDURXQGVTXDUHPHWHUVOLPLWLQJLWWRSHRSOHDWWKHVDPHWLPH
point of optimal visualization is reduced to one person (0,3 square meters) (Fig.8.16). 
Panel 7
Located on the wall, following the previous panel but separated by 125 cm. Only two graphic 
XQLWVFRPSRVHLWWKHYHUWLFDOGLVWDQFHWRWKHᚐRRUUDQJHVEHWZHHQFPDQGFP7KH
URFNVXUIDFH LV OLPHVWRQHFRYHUHG VHFRQGDULO\ E\ FDOFLWH IRUPDWLRQV LW LVZKLWH\HOORZ LQ
colour and smooth, the graphic units are positioned in consecutive concavities with crevices 
DQGVPDOOKROHV7KHᚐRRUEHORZWKHSDQHOKDVDVOLJKWGRZQZDUGVORSHEXWLWLVDOLWWOHELW
wider than in the two previous panels.
7KHᚏUVWJUDSKLFXQLWLVᚏJXUDWLYHWKHKHDGDQGSDUWRIWKHFHUYLFDOOLQHRIDFHUYLGWKHKHDG
is pointy, similar to other depictions on the cave, the body is kind of massive for a cervid 
and would resemble more to an aurochs but the “horns” are more like antlers (7.34). On a 
consecutive concavity, 60 cm from where the previous graphic unit, is one of the biggest 
signs of the decoration of the cave, it is an assemblage of dots that occupy two successive 
concavities, the dots are adapted to the surface and there is a big quantity of pigment around, 
either because of transfer after it was painted or because it was applied before the dots 
7KHWHFKQLTXHXVHGLVGLᚎHUHQWIRUHDFKRIWKHJUDSKLFXQLWVWKHFHUYLGZDVH[HFXWHG
E\GUDZLQJZLWKDUHGSHQFLODQGDVLPSOHRXWOLQHWKHVLJQZDVWUDFHGE\GRWWLQJZLWKDᚏQJHU
wetted in red pigment, as we mentioned before it is possible that, at least on part of the 
sign a base of pigment was spread before the dots but it is also possible that it is an illusion 
created by pigment transfer. The position the artist had to acquire was leaning forward for 
ERWKGHSLFWLRQVSDUWRIWKHVLJQPLJKWKDYHEHHQH[HFXWHGLQDQXSULJKWSRVLWLRQ
The access to this panel is following the same itinerary as for the previous panels. Visibility is 




the same position. Maximum visualization area is 30,5 square meters meaning more than 60 
SHRSOHFRXOGVHHDWOHDVWWKHVLJQPHDQZKLOHWKHSRLQWRIRSWLPDOYLVXDOL]DWLRQLVOLPLWHGWR
VTXDUHPHWHUVMXVWLQIURQWDQGEHORZWKHSDQHODQGOLPLWHGGXHWRWKHODFNRIVSDFHLQ
the upper area, to three people (Fig.8.17). 
Panel 8
Located in a sub-vertical panel, almost horizontal, positioned in a similar manner as panel 5 
EXWZLWKPXFKOHVVVORSHEHFDXVHRIWKLVIDFWWKHUHLVDOHGJHWKDWGRHVQRWUHDFKᚐRRUOHYHO
Fig. 8.15. Panel 5. Location and general view. 
)LJ3DQHO/RFDWLRQJHQHUDOYLHZDQGGHSLFWLRQV$%&




brown in colour with some dust caused by the almost horizontal orientation of the surface, 
LWLVVLQXRXVPRVWO\ᚐDWEXWZLWKVRPHFRQYH[DUHDVFUHYLFHGEXWVPRRWK7KHᚐRRUEHORZ
the panel is sloped in direction to the central part of the chamber but also to the pothole. It 
LVQHYHUWKHOHVVHDV\WRVWD\LQDQXSULJKWSRVLWLRQRQLW1RPRGLᚏFDWLRQVWRRNSODFHLQWKLV
area of the cave. 
7KH GHSLFWLRQV DUH GLVWULEXWHG RYHU WZR FRQVHFXWLYH VLPLODU DUHDV WKH ᚏUVW GHSLFWLRQ LV
ᚏJXUDWLYHLWZDVGHVFULEHGDVDKLQGE\$OPDJURHWDOEXWWKHVLPLODULWLHVZLWKWKHIROORZLQJ






surface there is a third bison, very analogous to the most complete of the previous ones, the 
representation format is almost the same (8.36). The technique utilized for its representation 
LVHQJUDYLQJRYHUWKHVOLJKWO\VRIWHQHGVXUIDFHXVLQJDᚐLQWDUWHIDFWSUREDEO\DEXULQ7KH
position the artist had to acquire was leaning over the rock surface given its height over the 
ᚐRRUDQGRULHQWDWLRQ
The access to this panel is the same as for the previous ones, continuing forward through 
the only path available. Visibility is low due to the technique utilized, but in this case –in 
contrast with panel 5– probably when it was recently engraved it would have been easier 
to see due to the contrast generated between the lines and the patina of the surface that 
has redeveloped over the years. Nonetheless, their position and the technique chosen only 
allow watching them from proximity, thus maximum visualization area is limited to 3,5 square 
meters and 7 people at most. Point of optimal visualization is in front of the depictions and in 
WZRSRLQWVWKHᚏUVWHQVHPEOHDQGWKHVHFRQGHQVHPEOHWKDWFDQEHVHHQRQO\E\DSHUVRQ
two at most (0,6 square meters) (Fig.8.18). 
Panel 9









dots, the central one has thirteen and the lowest has only six dots. Below this sign there are 




ensemble the technique used is unknown due to the poor preservation, it is covered by a 
VHFRQGDU\FDOFLᚏFDWLRQWKDWZDVKHGLWRXW7KHSRVLWLRQWKHDUWLVWKDGWRDFTXLUHWRWUDFHWKH
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The access to this panel is the same as for previous ones, following the only available path 
DURXQGWKHXSSHUOHGJHDQGDOPRVWLQIURQWRIWKHSRWKROHKRZHYHULWLVQRWYHU\GDQJHURXV
because the pathway is wide enough to permit walking without much risk involved. Visibility 
is very good for the big sign, the second graphic unit, on the other hand, can only be seen 
from the upper part of the topographic unit. The maximum visualization area for the panel 
is around 60,8 square meters and, consequently, more than 120 people could see it at the 
same time. Point of optimal visualization is reserved for the upper part of the unit and limited 
to 2,3 square meters due to the size of the second unit and thus only four people (Fig.8.19). 
Panel 10 




the depictions of only after (secondary) but both of the graphic units are covered with a thin 








the technique used to trace it. The position the artist had to acquire to draw this graphic unit 
was upright. 
The access is quite easy following the same path as for previous panels. Visibility is very low 
GXHWRWKHSUHVHUYDWLRQVWDWHRIWKHᚏJXUHLQDGGLWLRQLWVYLVLELOLW\ZRXOGQRWLPSURYHPXFK
more since it is located in a point from where it could not be seen from the central part of 
the chamber, its size would not facilitate seeing it. Area of maximum visualization is only 3,1 
square limiting it to six people. Point of optimal visualization is immediately in front of it  (0,4 
square meters) and thus limited to a single person (Fig.8.20). 
&KURQRORJ\
Several researchers have analysed the chronology of the vestibule and the cave of Chufín. 
7KHᚏUVWRQHV$OPDJURᚏUVWDQGVKRUWO\DIWHUDFFRPSDQLHGE\&DEUHUDDQG%HUQDOGR
de Quirós (ALMAGRO ET AL., 1977) studied the style of the cave and, based on the works 
of Breuil, Leroi-Gourhan, and Laming-Emperaire. They compare the exterior ensemble 
ZLWK WKHRQHVRQ+RUQRVGH/D3H³DDQG9HQWD/DSHUUDZKLFKZHUHFODVVLᚏHGE\%UHXLO




WKHGHSLFWLRQVRI&KXᚏQDUHRID YHU\DUFKDLF VW\OH WKLVDUFKDLVPZRXOGEH LQGLFDWHGE\
WKHSDUWLDO UHSUHVHQWDWLRQVRI WKHᚏJXUHV WKHSUHVHQFHRI LVRODWHG OLQHV WKH LVRODWHGGRWV
DQGWKHಯVORSS\ರᚏJXUHV,QFRQFOXVLRQ$OPDJURFODVVLᚏHVWKHPLQVW\OH,,RI/HURL*RXUKDQ
meanwhile its closest parallels: Venta Laperra and Hornos de la Peña would be a little bit 




Fig. 8.20. Panel 10. Location, general view and depiction
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The discovery of the new ensembles of engravings is the excuse to make a new analysis 
of the chronology of the cave. Almagro, Cabrera, and Bernaldo de Quirós reinforce the 
chronological attribution of the previous article and analyse the style of the new depictions. 
7KHᚏUVWHQVHPEOHIRXQGSDQHORIWRSRJUDSKLFXQLWLVFODVVLᚏHGEHWZHHQWKH6ROXWUHDQ
and the Magdalenian and in style III of Leroi-Gourhan because of the technique utilized: the 
PXOWLSOHRXWOLQHWKH\SDUDOOHOL]HWKHHQJUDYLQJVZLWKWKHRQHVRQWKHVFDSXODHRI(O&DVWLOOR
On the other hand, the third ensemble (panel 8 of topographic unit 3) is related, because 
of the technique, with the exterior ensemble of engravings but slightly older associating it 
also with style III. The association “horse-aurochs” is frequent in the style III with examples 
LQ&DQGDPR&DVWLOORDQG&KLPHQHDV WKHDVVRFLDWLRQಯKRUVHELVRQರ LVSUHVHQWDOVR LQ(O
Castillo and Altamira (ALMAGRO ET AL., 1977). 
González-Sainz analysed carefully the chronology of “archaic bison” in an extensive article 
where he also presents a new depiction in the vestibular area of Chufín. He associates the 
ᚏUVW LQWHULRUDVVHPEODJHRIHQJUDYLQJV LQRXUGDWDEDVHZLWK WKH6ROXWUHDQ LQGXVWULHV
located during the excavations. He associates the exterior ensemble, the drawings and the 
second interior engravings assemblage (3.8) with a previous horizon with parallels in Venta 
Laperra, Los Murciélagos, Hornos de la Peña, La Viña and La Lluera. Also in the ensembles 
of La Viña, La Lluera, Entrefoces, Godulfo, Santo Adriano and Hornos de la Peña appear 
trilinear hinds with bison depictions. González-Sainz analyses the interior ensemble in another 
publication (GONZÁLEZ-SAINZ, 2010), taking into account its distribution, disposition, and 
GLᚎHUHQW IDFWRUV WR KLP WKH UHG GHSLFWLRQV DSSHDU WR KDYH WKH VDPH FKURQRORJ\ DV WKH
HQJUDYLQJV7KHDEVHQFHRI FRQWURO WR GHᚏQH WKHGLᚎHUHQW DQLPDOV WKH ODFNRIPHDQV WR
reproduce volume and the presence of parallel traces that also appear in the neighbour 
cave Micolón. These would correspond with old phases of the Upper Paleolithic around the 
Aurignacian and/or the Gravettian. 
Regarding the arguments to chronologically date the cave we cannot advance much more 
than previous researchers: the cave has remained open during the whole Holocene and 
has been known in the area and was frequently transited, as people believed a treasure 
was hidden in the cave. The fact that there are engravings in the vestibular area could very 
well point to the possibility that there could be some depictions covered by the sediments, 
but the excavation area never reached the walls, and all the known representations were 
already uncovered when the cave was discovered, and Almagro noticed the engravings. The 
blocks where several authors –Fortea (1994), González-Sainz (2010), Diaz-Casado (2000)–
PHQWLRQWKHSUHVHQFHRIVRPHHQJUDYLQJVVHHPWRKDYHQHYHUEHHQFRYHUHGE\VHGLPHQWV
DFWXDOO\LIZHFKHFNWKHᚏUVWWRSRJUDSK\GUDZQEHIRUHWKHᚏUVWDUFKDHRORJLFDOLQWHUYHQWLRQV
the blocks are already present.
To the point of authenticating the cave there are some calcite deposits over the engravings 
both on the exterior area and in the interior one. Sadly, none of them seem adequate for 
dating by Th-U. In the same way, none of the depictions were executed with charcoal or any 
other datable means. Thus, nothing on the ensemble of Chufín has been dated so far. So, 
as previous researchers, the only available means to approach Chufín’s chronology is by 
comparing it with other similar ensembles. Nonetheless, previously we are going to analyse 
the ensemble’s style itself to try to establish if it is synchronic or diachronic. 
7KHᚏUVWSDQHORIWRSRJUDSKLFXQLWRQHKDVWZRYHU\W\SLFDOPRWLIVRQWKHXSSHU3DODHROLWKLF
WULOLQHDOKLQGVDQGDQಯDUFKDLFರELVRQWKHᚏUVWW\SHKDVDYHU\VLPSOHFRQVWUXFWLRQH[HFXWHG
with three simple lines: one for the frontal line and the ears, one for the neck and the last one 
for the cervical line, the lines can be modulated and/or rigid, but the connections between 




part with the legs and the upper part but the technique used is the same for all of them. Its 
PDVVLYHERG\LVWKHPDLQFKDUDFWHULVWLFRIWKHELVRQLQWKLVFDVHWKHKHDGZDVQRWGHSLFWHG
and the general characters are very similar to the ones of the hinds, the lines are frequently 
modulated, but the connections between the parts are rigid. In both cases there is a frequent 
ODFNRIGHWDLOVRQO\LQVRPHFDVHVGHWDLOVZHUHHQJUDYHGDQH\HIRUWKHKLQGVRUWKHKRFN
in the bison. 
&RQVLGHULQJWKHZKROHYHVWLEXODUDUHDWRSRJUDSKLFXQLWWKHᚏUVWSDQHOLVYHU\KRPRJHQHRXV
from a stylistically point of view and seemingly it should be synchronic from a cultural point 
RIYLHZ7KHODFNRIVLPLODURUᚏJXUDWLYHGHSLFWLRQVLQWKHRWKHUWZRSDQHOVPDNHWKHUHODWLRQ
EHWZHHQ WKHPVRPHZKDW GLᚑFXOW QRQHWKHOHVV WKHXVHRI D VLPLODU WHFKQLTXH FRXOG DOVR
point to synchrony in this ensemble but not without any reservation. 
&RQVLGHULQJWKHLQWHULRURIWKHFDYHZHKDYHWZRYHU\GLᚎHUHQWVSDFHVWKHJDOOHU\DOPRVW
EDUH LQ FRPSDULVRQ ZLWK WKH RWKHU VSDFH DQG WKH PDLQ FKDPEHU 7KH ᚏUVW SDQHO LV DQ
HQJUDYLQJZLWKVLPLODULWLHVZLWKWKHH[WHULRURQHVDQGDOVRVSDWLDOO\FORVHWRLWRQWKHRWKHU
hand, the style of the sign is also similar to the one in panel 3 of this very unit. Panel three is 
DQXQFRQYHQWLRQDOVLJQH[HFXWHGZLWKDGLᚎHUHQWWHFKQLTXHDQGZHFDQQRWOLQNLWWRDQ\RWKHU
depiction in the cave. 
The main chamber has a more assorted ensemble with both engravings and red drawings. 
7KHᚏJXUDWLYHUHGGUDZLQJVSUHVHQWVLPLODULWLHVZLWKWKHH[WHULRUHQVHPEOHWKHUHDUHQRKLQGV
in this assemblage but the depictions have the same traits: triangular heads, modular lines 
EXWULJLGFRQQHFWLRQVEHWZHHQWKHSDUWVSDUWLDOGHSLFWLRQVUHGXFHGWRWKHRXWOLQHDQGODFNLQJ
in details. The dots’ clouds are very homogeneous in general but we do not have any links to 
UHODWHWKHPZLWKWKHᚏJXUDWLYHHQVHPEOHRWKHUWKDQWKHSLJPHQWFRORXUXVHGWRH[HFXWHWKHP
7KHUHDUH WZR YHU\ GLᚎHUHQW W\SHV LQ WKH FKDPEHU HQJUDYLQJV DOO RI WKHPDUH ORFDWHG LQ
WKHXSSHUDUHDDQGZLWKWKHH[FHSWLRQRI WKHDQWKURSRPRUSKLFᚏJXUHWKH\DUH ORFDOLVHG LQ





the depictions still show some archaic features such as the disproportion between parts or 
the rigidness of the quarters and the lack of movement, but they are more detailed, they 
show volume and are, in a way, more complete than the previously described. Panel 8 has, 
on the other hand, an ensemble of bison depictions with the same attributes to the one in the 
exterior. 




drawings and, presumably, the red dots assemblages seems to be culturally synchronic but 
in a more wide term. 
2QFHGHᚏQHGWKHVW\OHRIWKHGLᚎHUHQWGHSLFWLRQVWKHUHDUHVHYHUDOFRPSDUDEOHHQVHPEOHV
in other caves and also in well-dated portable art pieces. Starting with the portable art there 
are two possible available comparisons: in the case of the trilinear hinds, a pebble found in 
$QWROL³DNRNREDGHSLFWVDYHU\DQDORJRXVJUDSKLFXQLWWKLVSLHFHZDVGDWHGLQWKH*UDYHWWLDQ
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(GONZÁLEZ-SAINZ & AGUIRRE, 2011) and it is considered a very reliable source for this 
period as we already stated in this thesis and previous works (GARCÍA-DIEZ & OCHOA, 
2012, 2015). For the bison we have a similar portable parallel in the engraved pebble of El 
Castillo, also dated in the Gravettian. 
There are numerous rock art ensembles that contain depictions similar to the ones we can 
ᚏQGLQ&KXI¯QWKHUHDUHERWKELVRQDQGKLQGVLQ+RUQRVGHOD3H³DLQDEORFNRXWVLGHWKH
cave that sadly was destroyed and in La Lluera, Santo Adriano, La Viña and Los Murciélagos. 
There are bison with the same attributes in Venta Laperra. And hinds in Los Torneiros, 
Godulfo and Molín.
7DNLQJLQWRDFFRXQWWKHSRVVLELOLWLHVZHFDQFRQFOXGHWKHUHDUHDWOHDVWWZRGLᚎHUHQWSKDVHV
in Chufín cave, an older one probably Gravettian and a more recent one, the similarities with 







that was put up to close the interior does not allow the light to go inside, nonetheless, since 
WKHᚏUVWSDUWRI WKHFDYH LVTXLWHFORVHGGRZQWKH OLJKWSUREDEO\RQO\UHDFKHG LQVLGHIRUD
couple meters. 
%RWKWKHH[WHULRUDQGLQWHULRUDVVHPEODJHVDUHSRVLWLRQHGLQWKHPDLQLWLQHUDU\WKHKLJKHU
panels of topographic unit 3 (panels 4 to 10) could be considered in a secondary position 
GXHWRWKHGLᚑFXOWLHVWRUHDFKWKHXSSHUDUHDEXWIURPDVSDWLDOSRLQWRIYLHZWKH\DUHLQWKH
main area/itinerary. 
&KXI¯Q LVDFDYHZLWKDVKRUW LWLQHUDU\ WKHFDYH LVVSDFLRXVDIWHU WKHᚏUVWPHWHUVDQG WKH
panels are distributed along the whole path. Density of depictions is bigger in the outside 
and the chamber but there are also three panels with isolated graphic units in the main 
gallery(Fig. 8.21). 
The access is easy in general. In the vestibular area we can only hypothesize because of 
two reasons: the sedimentation that occurred after the execution of the depictions and the 
subsequent excavations, both by treasure-hunters and the archaeological excavations that 
have, sadly, not been published, preventing us to use their records in order to reconstruct the 
ᚐRRU1RQHWKHOHVVWKHSRVLWLRQRIWKHGHSLFWLRQVLQGLFDWHWKDWWKHWUDQVLWZRXOGEHHDV\DQG
LQDQXSULJKWSRVLWLRQLQDOOFDVHV:HKDYHWKHVDPHGLᚑFXOW\LQWKHᚏUVWPHWUHVRIWKHFDYH
the sedimentation in this area would have been much slower in this part, if existent at all, but 
we cannot discard it. Nowadays the transit through this area is kneeling down and crouching 
for about 11 m when it is possible to straighten back up again until the main chamber and the 
border of the pothole. The only area that might represent a problem from the access point of 
view is the ensemble of panels in the upper left area of the chamber (UT3, panels 4 to 10) 
since it requires climbing for some meters. Once reached the uppermost end it is possible to 
walk upright again, even though the space available is much more reduced.
The preferred rock type in Chufín is limestone, with 92,9 % of the cases (n=65). The 
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other two chosen surfaces are almost negligible: calcite, with only three cases (4,3%) and 
GHFDOFLᚏFDWLRQFOD\ZLWKRQO\5RFNFRORXU LVPRUHYDULDEOH WKHPRVW IUHTXHQW LV
grey (n=28, 40%) followed by white (n=19, 27,1%) and yellow (n=16, 22,9%). In general the 
panels are positioned in a vertical manner (n=54, 77,1%), but a sub-vertical position is also 




95,7%), only in three cases can be considered coarse (4,3%). The rock surface is creviced in 





it, the 48,5% of the whole ensemble. This was due to the unknown height of the depictions 
WR WKHᚐRRURI WKHYHVWLEXODUDUHDDQG IRUSUHVHUYDWLRQ UHDVRQV LQVRPHRI WKHSDQHOVRQ
WKHXSSHUDUHDRIWRSRJUDSKLFXQLW1RQHWKHOHVVZHFODVVLᚏHGWKHPLQRXWGDWDEDVHZLWK
the most probable possibility. Most of the depictions of the assemblage would have been 
H[HFXWHGLQDQXSULJKWSRVLWLRQQ IROORZHGE\OHDQLQJIRUZDUGQ 
VLWWLQJFURXFKLQJRUNQHHOLQJGRZQLQVHYHQFDVHVDQGᚏQDOO\RQHO\LQJGRZQ
Visualization position is mostly in an upright position (n=55, 78,6%), the other two most 
probable positions are leaning forward in eight cases (11,4%) and sitting, crouching or 






one aurochs and two indeterminable– (10%) and equidae, with six horse depictions (8,6). 
Continuing with the zoomorphic ensemble, next are the indeterminable quadrupeds with 2 
FDVHVDQGᚏQDOO\DQLQGHWHUPLQDEOHᚏVKGHSLFWLRQ7KHRWKHUWZRGHSLFWLRQVLQ
WKHᚏJXUDWLYHHQVHPEOHDUHWZRDQWKURSRPRUSKLFᚏJXUHVDPDOHDQGDIHPDOH0RVW
RI WKHQRQᚏJXUDWLYHDVVHPEODJH LVFRPSRVHGE\VLJQGHSLFWLRQVQ  WKHGRWV
)LJ,WLQHUDU\PRGLᚏHGIURPGONZÁLEZ-SAINZ, 2010)
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clouds are the most frequent (n=9, 12,9%), 
IROORZHG E\ ಯRWKHUರ Q   DQG ᚏQDOO\
one angular form, one oval, one triangle and 
an indeterminable one. There are 13 line 
ensembles, three single lines and 10 ensembles of lines (18,6%) (Fig.8.24). Finally, there are 
seven colorant concentrations that constitute 10% of the whole ensemble. Technique is split 
EHWZHHQHQJUDYLQJFDVHVZKLFKLVLQDOOFDVHVFUHDWHGE\LQFLVLRQDQGGUDZLQJ
(30 cases, 42,9%). Almost half of them were created with colorant pencil (n=14, 20%) closely 
followed by digital impression or dragging (n=12, 17,1%), in three cases, due to preservation 
reasons the technique was impossible to ascertain. 









two, right (n=15,21,4%) and left (n=13, 19%) are very similar (Fig.8.26). 
There is not much interaction with rock in Chufín, only two depictions were framed in the rock 
VXUIDFHRQHRQO\SDUWLDOO\DQGWKHRWKHUWRWDO5RFNLQFRUSRUDWLRQLVVLPLODU





5HJDUGLQJ WKH GLᚎHUHQW W\SHV RI VSDFHV RXWVLGH DQG LQVLGH WKH FDYH DOO RI WKHP FDQ EH
FODVVLᚏHGDVRSHQVSDFHVWKHYHVWLEXODUDUHD78LVVTXDUHPHWHUVWKHJDOOHU\78
LVVTXDUHPHWHUVDQGWKHFKDPEHU78LVVTXDUHPHWHUVKRZHYHUWKHXSSHUDUHD
where panels 4 to 10 are positioned, the space is more limited, in general would not allow 
more than three people in front of many of the panels. Concerning the maximum visualization 
areas there are quite big for some of the panels. Three of them would even, theoretically, 
allow more than a hundred people which would be almost inconceivable, these are panels 
,,,,,,DQG,,,0RUHWKDQᚏIW\SHRSOHFRXOGSDUWLDOO\VHHSDQHOV,,,DQG,DQGPRUH
than 20 people for panels III.3, I.3 and II.3. Between 10 and 20 people for panel II.2 and less 
than 10 people panels I.2, II.1, III.1, III.3, III.5, III.6, III.8, III.10.  
Point of optimal visualization is much more restricted. 10 is the maximum number of people 
that can obtain an optimal point of view in Chufín and that is true for panel III.2. Panels I.1, 
Fig. 8.25 Size
Fig. 8.26. Representation Format
Parte II. Cueva de Chufín
221
,,,,FDQEHVHHQEHWZHHQᚏYHDQGWKUHHSHRSOHRSWLPDOO\$QGᚏQDOO\SDQHOV,,,
II.2, II.3, III.1, III.3, III.5, III.6, III.8, III.10 can only be seen optimally by one or two people at 
the same time.
Fig. 8.28. Visualization position versus artist position
Fig. 8.27. Frame and rock incorporation
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/RFDOL]DFLyQJHRJUi¿FD
La cueva de El Linar, también conocida como La Busta, se localiza en el barrio homónimo, 
situado en el término municipal de Alfoz de Lloredo, provincia de Cantabria. Su boca se 
orienta en dirección SE, sus coordenadas UTM son, según el Datum 89, Huso 30 X=404.277 
Y=4.800.441 y su altura sobre el nivel del mar es de 104 m (Fig 9,1).
El acceso actual a la cavidad se hace desde la N-634. A la altura de Barcenaciones se toma 
dirección a Novales y antes de llegar se toma el desvío en dirección a La Busta. El Linar 
VHORFDOL]DMXQWRDOEDUULRGH/D%XVWD/DERFDGHODFDYLGDGVHHQFXHQWUDDOIRQGRGHOD
SUDGHUDTXHVHVLW¼DMXQWRDOD,JOHVLDGH6DQ0LJXHO(QODDFWXDOLGDGODHQWUDGDVHDOFDQ]D
cruzando el prado. La cueva tiene tres bocas a distintos niveles, pero solo dos de ellas son 
SUDFWLFDEOHVSRUODWHUFHUDGLVFXUUHHQODDFWXDOLGDGHOU¯R/DYHJHWDFLµQXQLGDDODFDVL
colmatación de sedimentos de la boca de la cueva hace que apenas se vea la entrada. Una 
vez en la boca, hay que descender por un gran cono compuesto por sedimentos hasta llegar 
DODSDUWHP£VLQWHULRUGHOYHVW¯EXORHQHOODVHDEUHXQDHQWUDGDFHUUDGDSRUXQDYHUMDD
partir de la cual se entra a la Galería de los Grabados (Fig.9.2).
'HVFULSFLyQGHODFDYLGDG
El Linar es una cavidad de grandes dimensiones y varios pisos fósiles. El acceso se puede 
hacer, en la actualidad, a través de dos bocas, por una tercera, impracticable en la actualidad, 
resurge el arroyo La Busta. La primera boca accesible se localiza en la base del monte 
Barbecha, tiene en torno a dos metros de altura por seis de anchura y se encuentra cubierta 
por vegetación que la oculta de la vista. Tras la boca se desarrolla un cono de derrubios 
compuesto por grandes bloques calizos y sedimentos que da paso a un gran vestíbulo en 
penumbra y por el que transcurre el río. La segunda boca se localiza a la derecha de la 
anterior, colgada en una terraza aproximadamente un metro más arriba. El Vestíbulo de la 
cavidad es de grandes dimensiones con aproximadamente 24 m de anchura por 52 m de 
ORQJLWXGSRUVXODGRRHVWHGLVFXUUHHODUUR\R/D%XVWD/DJDOHU¯DTXHIRUPDHOFXUVRDFWXDO
del río es la principal de la cavidad y a través de la misma se tiene acceso a multitud de 
VDODV\JDOHU¯DVHQKDVWDWUHVSLVRVIµVLOHV(QWRWDOVHKDQWRSRJUDᚏDGRP£VGHPGH
recorrido. 
Dadas las dimensiones de la cavidad nos vamos a limitar a describir el espacio concreto 
en el que se localiza el arte parietal (Fig 9.3). La galería que lo contiene es de pequeñas 
Figura 9.1. Mapa de la localización de la cueva de El Linar Figura 9.2. Entrada a la Galería de las Pinturas 
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Figura 9.3. Topografía de la cavidad (SAN MIGUEL & MUÑOZ-FERNÁNDEZ, 2010)
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GLPHQVLRQHVVHORFDOL]DDOᚏQDOGHOFRQRGHGHUUXELRVVLWXDGRIUHQWHDODFFHVRDODFXHYD
en el extremo NO, donde se abre una entrada de cómodas dimensiones, hoy en día cerrada 
FRQXQDYHUMDFRQODLQWHQFLµQGHSURWHJHUHOFRQMXQWR/DJDOHU¯DVHGHVDUUROODHQGLUHFFLµQ
NE con un recorrido de apenas 13 m que se prolonga durante 2 m más por un conducto 
impracticable que se cierra sin continuación. En el lado NE de esta galería la pared en 
UHDOLGDGQRDOFDQ]DHOVXHORGHMDQGRXQDDEHUWXUDGHXQRVFPGHDOWXUDSRUODTXHVH
accede a otra galería bifurcada en la que se encuentran las representaciones. 
La galería que se abre en dirección NE se bifurca apenas 3 m después de su inicio. En la 
estrecha galería que se abre en el lado derecho comienza un laminador de caliza que limita 
el espacio de la cavidad en sentido vertical y que se prolonga durante 4 m, tras éstos  la 
galería se vuelve a unir con el estrecho conducto que se abre en el lado izquierdo durante 
aproximadamente un metro, volviéndose a bifurcar poco después generando dos estrechos 
conductos de unos 4m de longitud. 
La galería que se abre en dirección N, a la izquierda de la anterior, es un conducto estrecho 
por el que se puede transitar sin problema durante unos 7 metros hasta alcanzar un escalón 
QDWXUDOHQHOTXHVHHVWUHFKDODJDOHU¯DDXQPHWURGH«VWHKD\XQQXHYRHVWUHFKDPLHQWR
y 1,5 m después, otro cuyo paso es difícil debido a la falta de espacio tanto en sentido 
horizontal como vertical (apenas 80 cm de altura por 25 cm de ancho). La galería continúa 
durante 12,5 m tras los que se cierra por completo sin continuación. 
+LVWRULRJUDItD
La cavidad fue descubierta por Alcalde del Río a principios del siglo XX, aunque éste no 
localizó los grabados en su interior, simplemente recogió un hacha prehistórica y algunos 
restos humanos (MADARIAGA DE LA CAMPA, 1972, p. 74).
7UDVHO GHVFXEULPLHQWR GH OD FDYHUQDKD\XQ YDF¯R KLVWRULRJU£ᚏFRKDVWD ORV D³RVGHO
VLJOR;;FXDQGRHOHTXLSRGH&DPLQHURVGHOD'LSXWDFLµQOOHYµDFDEREDMRODVXSHUYLVLµQ
de Carballo, varios sondeos al fondo del vestíbulo. En ellos se localizaron materiales de 
época Magdaleniense, entre los que se encontró una costilla grabada con una cabeza de 
cierva, hoy en día perdida. Además, en el lecho del río se descubrieron materiales asignados 
al Achelense y Musteriense (BERMEJO, FERNÁNDEZ-ACEBO, GÓMEZ, MUÑOZ-
FERNÁNDEZ, & SAN MIGUEL, 1987, p. 80). 
En los años sesenta y setenta, el Seminario Sautuola y la S.E.S.S. (Sociedad de Espeleología 
del Seminario Sautuola) prospectaron la cavidad, elaboraron una topografía, excavaron en 
GLVWLQWRVSXQWRV\SURVSHFWDURQHO U¯R(VWRV WUDEDMRV IXHURQSDUFLDOPHQWHSXEOLFDGRVSRU
dos de los miembros del Seminario Sautuola, A. Moure y V. Gutiérrez Cuevas (MOURE, 
GUTIERREZ-CUEVAS, & GUTIÉRREZ-CUEVAS, 1971). En el vestíbulo superior localizaron 
XQDHVWUDWLJUDI¯DDOWHUDGDSRUODVDJXDVHQODTXHKDE¯DLQGXVWULDVGHO0DJGDOHQLHQVHᚏQDO
En el interior de la cavidad, en la Sala del Viento, excavaron un yacimiento de la prehistoria 




del CAEAP (Colectivo para la Ampliación de Estudios de Arqueología Prehistórica), Emilio 
Muñoz y Carmen San Miguel, en el ámbito de un nuevo estudio de los restos arqueológicos 
de El Linar llevado a cabo entre 1979 y 1987. Durante estas prospecciones se localizaron 




grabados (MUÑOZ-FERNÁNDEZ & SAN MIGUEL, 1991). 
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El primer estudio de las representaciones parietales se demoró hasta 1987 y no se publicó, 
con un carácter provisional, hasta 1991 (MUÑOZ-FERNÁNDEZ & SAN MIGUELSAN 
MIGUEL(VWHHVWXGLRVHOLPLWDDOFRQMXQWRGH«SRFDSDOHRO¯WLFDGHMDQGRGHODGRHO
GH«SRFDSRVWSDOHRO¯WLFDFRQVWLWXLGRSRUXQFRQMXQWRGHPDUFDVQHJUDVVLWXDGDVHQOD6DOD
del Viento, en muy mal estado de conservación y de probable edad medieval. 
(O¼OWLPRHVWXGLR OOHYDGRDFDERIXHXQFRQMXQWRGHVRQGHRVHQHOYHVW¯EXORGLULJLGRVSRU
5DPµQ0RQWHVHQFRQHOREMHWLYRGH ORFDOL]DUPDWHULDOHVGHO3DOHRO¯WLFR0HGLR/RV
resultados de éstos todavía no han sido publicados (SAN MIGUEL & MUÑOZ-FERNÁNDEZ, 
2010).
En 2008 se publica un estudio de dos rodetes, uno procedente de la cueva de El Linar 
y otro de la cueva de Las Aguas, ambas muy próximas entre sí, que se recuperaron en 
excavaciones arqueológicas llevadas a cabo por el equipo de investigación del Museo y 
Centro de Investigación de Altamira (HERAS, MONTES, LASHERAS, RASINES, & FATÁS, 
2008). 
1RVHKDOOHYDGRDFDERQLQJ¼QWLSRGHPRGLᚏFDFLµQHVSDFLDOHQHO£UHDGHORVJUDEDGRV
de la cueva de El Linar desde el descubrimiento y es bastante probable que no se hayan 
SURGXFLGR JUDQGHVPRGLᚏFDFLRQHV GHVGH OD HMHFXFLµQ GH ORV JUDEDGRV GDGR TXH HQ OD
FDUWDDUTXHROµJLFDVHPHQFLRQDODH[LVWHQFLDGHQXPHURVRVDUWHIDFWRVO¯WLFRVHQVXSHUᚏFLH
(BERMEJO ET AL., 1987, p. 80). 
([FDYDFLRQHVDUTXHROyJLFDV
Como hemos visto se han llevado a cabo varias actuaciones arqueológicas en la cueva 
de El Linar. Sin embargo, la publicación de los resultados se limita en general a pequeñas 
QRWLFLDVGHORVKDOOD]JRVದHQODPD\RUSDUWHGHODVRFDVLRQHVQLVLTXLHUDᚏUPDGRVSRUORV
directores– sin apenas contar con estudios en profundidad de los restos encontrados. Aún 
así, estas noticias nos permiten hacernos a la idea de que El Linar es una cavidad con un 




raspadores, etc. asignados al Magdaleniense (BERMEJO ET AL., 1987, p. 80). Desconocemos 
si los materiales que recogió Alcalde del Río proceden de una excavación o sondeo o si 
VLPSOHPHQWHORVORFDOL]µHQVXSHUᚏFLHMADARIAGA DE LA CAMPA, 1972, p. 74).
Las prospecciones arqueológicas llevadas a cabo por el CAEAP, a excepción de la cata 
DUTXHROµJLFDHMHFXWDGDSDUDODLQVWDODFLµQGHODYHUMDGHODTXHKDEODUHPRVP£VDGHODQWH
no se han publicado en profundidad. Únicamente contamos con un pequeño resumen en la 
Carta Arqueológica de Cantabria (BERMEJO ET AL., 1987, p. 81) en la que se hace referencia 
DODDEXQGDQFLDGHUHVWRVDUTXHROµJLFRVHQVXSHUᚏFLHHQHOYHVW¯EXOR\HQHOOHFKRGHOU¯R
/RVPDWHULDOHVUHFRJLGRVORVGLYLGHQHQWUHVFRQMXQWRVXQDFROHFFLµQPX\SDWLQDGDGHP£V
de cien útiles atribuibles al Achelense, una colección patinada de más de doscientos útiles de 
«SRFD0XVWHULHQVH\ᚏQDOPHQWHXQDFROHFFLµQVLQSDWLQDUFRQPDWHULDOHVGHFXDUFLWD\V¯OH[
atribuidos al Solutrense. Además, vistos estos hallazgos, señalan la probable existencia de 
un yacimiento de gran extensión todavía intacto. 
La mayor parte de evidencias arqueológicas recuperadas procede de diferentes zonas 
del gran vestíbulo de la cavidad. De las excavaciones de la década de 1950 dirigidas por 
Carballo únicamente sabemos que se llevaron a cabo en el vestíbulo y que en ellas se 
ORFDOL]DURQXQFRQMXQWRGHUHVWRVGHO0DJGDOHQLHQVHHQWUHORVTXHVHHQFRQWUµXQDFRVWLOOD
JUDEDGDKR\HQG¯DSHUGLGD\TXHQRVHOOHJµDSXEOLFDUOR¼QLFRTXHVHVDEHGHHOODHVTXH
tenía grabada una cabeza de cabra (BERMEJO ET AL.SSAN MIGUEL & MUÑOZ-
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FERNÁNDEZ, 2010).
El Seminario Sautuola practicó cuatro sondeos, también en el vestíbulo de la cavidad, en 
HOORVVHHQFRQWUDURQFRQGLᚏFXOWDGHVDOWRSDUFRQJUDQGHVEORTXHVGHSLHGUDVMOURE ET 
AL., 1971). Únicamente en un sector se pudo determinar la estratigrafía en la que se suceden 
cinco niveles: un primer nivel (I) afectado por las aguas del río, otro (II) con abundantes 
industrias del Magdaleniense Superior y otros tres (III, IV y V) arqueológicamente muy 
pobres. El resto de sondeos demostraron una estratigrafía pobre y bastante alterada por 
la acción de las aguas, quizás por una reactivación kárstica, lo que explicaría también la 
HQRUPHSUHVHQFLDGHPDWHULDOHQVXSHUᚏFLH7DPEL«QVH OOHYµDFDERXQDH[FDYDFLµQHQ
la Sala del Viento en la que hallaron restos de la Prehistoria reciente, sin más referencias, 
restos humanos y cerámicas de época medieval (SAN MIGUEL & MUÑOZ-FERNÁNDEZ, 
2010)
El sondeo de 1985, dirigido por E. Muñoz, se llevó a cabo aprovechando uno de los excavados 
por el Seminario Sautuola (MUÑOZ-FERNÁNDEZ & SAN MIGUEL(OREMHWLYRHUD
LQVWDODUXQDYHUMDHQHOSXQWRGHDFFHVRDOD*DOHU¯DGHORV*UDEDGRVSDUDSURWHJHUORVGH
YLVLWDVVLQDXWRUL]DFLµQ6HOLPLWµDXQDVXSHUᚏFLHPHQRUDXQPHWURFXDGUDGR\SURSRUFLRQµ
una gran cantidad de materiales distribuidos en tres niveles: el primero revuelto, el segundo 
EDVWDQWHᚏQRSUREDEOHPHQWHFRPSXHVWRSRUDSRUWHVGHOU¯R\HOWHUFHURFRQP£VGHFP
de potencia con abundantes restos arqueológicos. Se recuperó una colección importante de 
industria lítica –compuesta por 880 piezas–, industria ósea, algunos fragmentos de cerámica 
en el primer nivel y algunos restos faunísticos y malacológicos. La estratigrafía, según los 








Figura 9.5. Panel 1. Location, general view and depictions
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approximately six hours. Due to the cave size, the works were limited to the Galería de 
ORV*UDEDGRVSUHOLPLQDU\ZRUNFRQVLVWHGRIWKHHYDOXDWLRQRIWKHYHVWLEXODUVSDFHDQGWKH
access to the spaces where previous researchers located the engravings, after this we 
studied the depictions. The intensive prospection was limited to the Topographic Unit 1. 
We also examined the red marks mentioned by Moure (1971) located in the Vestíbulo and 
determined that they were natural pigment exuded by the limestone as San Miguel and 
Muñoz (2010) already published. 
'HVFULSWLRQRIWKHURFNDUWHQVHPEOH
6.1.TOPOGRAPHIC UNIT 1
Topographic unit 1 is located in a narrow gallery in the Galería de los Grabados. It can be 
accessed through the Vestíbulo of the cave, in front of the entrance located at the base of the 
Barbecha hill. At this point there is an opening (Fig 3.) that leads to a small gallery barely 13 
PORQJZKLFKDSSDUHQWO\KDVQRFRQWLQXDWLRQWKHOHIWZDOOGRHVQRWUHDFKWKHᚐRRUOHDYLQJ
a gap about 50 cm wide. Going through that gap there are two galleries, the left one, where 
WRSRJUDSKLFXQLWLVORFDWHGDQGWKHULJKWRQHXQLW7KHULJKWJDOOHU\EUDQFKHVRᚎDJDLQ
the left gallery is where the topographic unit is located (Fig. 9.4). 
The itinerary that has to be followed to penetrate the Topographic Unit is coming down from 
the entrance of the cave, reaching the lowest place of the Vestíbulo and going through the 
small gallery in an upright position. Once reached this gallery the inside part of the Galería de 
los Grabados can only be reached crawling barely for a meter through the low part of the left 
ZDOO7KHOHIWVLGHRIWKHJDOOHU\LQLWVᚏUVWSDUWEHIRUHLWEUDQFKHVRXWFDQEHWUDQVLWHGLQDQ
upright position for about 6 m. When it branches out the ceiling comes down, this it is the start 
of the topographic unit and it can only be transited crawling, either over the chest or the back. 
This gallery is about 80 cm wide by 4 m long, its ceiling is formed by a calcite layer that had 
GHYHORSHGZKHQWKHUHZDVDᚏOOLQJWKDWKDVGLVDSSHDUHGOHDYLQJEHKLQGWKHFDOFLᚏHGOD\HU
which is 75 cm high at its tallest point. Nowadays it is humid, with a puddle of water on the 
ᚐRRUPRVWRIWKHWLPH
An archaeological ensemble has been documented in the Galería de los Grabados, 
(BERMEJO ET AL., 1987, p. 80) its composition has not been fully published, but due to its 
characteristics it was associated with the Magdalenian. The fact that archaeological artifacts 
ZHUHGLVFRYHUHGRQWKHᚐRRURIWKLVJDOOHU\LQGLFDWHVWKDWWKHJURXQGOHYHOKDVQRWFKDQJHG
since the Palaeolithic. 
Topographic Unit 1 can be characterized as a restricted space since it only has 3,5 square 
meters, and due to the fact that the ceiling is not higher than 70 cm high we are considering 
a laying down position, thus we can conclude than no more than two people can occupy this 
area at once. 
Panel 1 
Located in the stalagmitic ceiling of the Topographic Unit 1, panel 1 extends over diverse parts 
RIWKHFHLOLQJHYHQWKRXJKWKHGHSLFWLRQVDUHDOOMX[WDSRVHGWRHDFKRWKHU)LJ&ORVH
to the entrance to the topographic unit, barely 40 cm after the beginning of the stalagmitic 




panel comprises ten graphic units and some other aisled engraved marks. The rock surface 
is calcite of orangey tone, in some places the calcite layer desquamated leaving some round 
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irregularities that can measure barely millimetres to centimetres this occurrence happened 
before the depictions were traced, thus in general the rock surface is well conserved. It 
LVJHQHUDOO\DVPRRWKᚐDWDQGKDUGVXUIDFH7KHVRLO LQ WKHDUHDRI WKHSDQHO LVᚐDWZLWK
a concave tendency probably caused by the presence of water on its surface. No recent 
PRGLᚏFDWLRQVKDYHWDNHQSODFHLQWKLVSDUWRIWKHFDYH
7KHGHSLFWLRQVDUHᚏJXUDWLYHRUQRQᚏJXUDWLYH7KHUHDUHDORWRIOLQHDUHQVHPEOHVWKDWDUH
frequently in relation to the depictions (1.2, 1.4,1.7,1.9) either in their vicinity or intersecting 
ZLWK WKHᚏJXUDWLYH UHSUHVHQWDWLRQV7KH UHVWRI WKHGHSLFWLRQVDUHᚏJXUHV LVDFDSULG






to think that what previous authors consider the ears are actually horns, a more in-depth 
LGHQWLᚏFDWLRQ LVDUGXRXV$OOGHSLFWLRQVZHUHHQJUDYHGZLWKDVLQJOHRXWOLQH LQFLVLRQ7KH\
are all partial representations, head for 1.1, 1.3 and 1.10, upper body for 1.5 and 1.6, and 
KHDGOHVVIRUWKHLUVL]HLVVPDOO7KHSRVLWLRQWKHDUWLVWKDGWRDFTXLUHLVO\LQJGRZQRQ
the back with the arm stretched out. 
The access is the same one we described to access the topographic unit above. Visibility 
is low, the depictions can only be seen in front of them and one by one, they are widely 
MX[WDSRVHGDQGEHFDXVHRI WKHSUR[LPLW\EHWZHHQ WKH YLHZHUDQG WKHGHSLFWLRQV WKHUH LV
no clear visualization of more than two depictions at once. Thus the area of maximum 
visualization is not more than 1,5 square meters, which means that, in a laying down position 
–the only one possible–, exclusively one or two people can see some of the depictions at 
once. Point of optimal visualization would be right down from each of the depictions meaning 
only one person could optimally watch them at once. 
6.2. TOPOGRAPHIC UNIT 2
Topographic Unit 2 is also a narrow gallery parallel to Topographic Unit 1 (Fig. 9.4). The 
access and the itinerary is in consequence the same to the previous unit but taking the 




also around 35 cm at is widest point and less 80 cm high. After 1,5 m there is yet another 
pass, the last one, which is even more arduous to get through. These two narrow passages 
constitute the panels of the topographic unit. The gallery continues for other ten meters 
QDUURZLQJGRZQSURJUHVVLYHO\7KHWUDQVLWWKURXJKWKHVHLVYHU\GLᚑFXOWZLWKWKHH[FHSWLRQRI
WKHᚏUVWRQHDQGKDVWREHGRQHFUDZOLQJZLWKGLᚑFXOW\EHFDXVHRIWKHODFNRIVSDFH
The spatial changes in this part of the gallery must have also been minimal because of 
the archaeological artefacts found in the gallery and the geological characteristics of the 
topographic unit. 
Topographic Unit 2 can be characterized as a restricted space because of the narrowing 
characteristics the point were the engravings are located are at most two square meters, 
therefore only two people could be at once in the space around the engravings. 
Panel 2
Located in the second narrowing of the gallery that constitutes Topographic Unit 2, this 
UHVWULFWHGSDVVLVFDXVHGE\VWDODJPLWLFᚐRZVWRQHVDERXWPIURPWKHVWDUWRIWKHJDOOHU\
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because of the characteristics that constitutes it. Palaeolithic artist used the natural form of 
the rock to engrave multiple lines around the narrowing of the gallery to form a vulvar sign 
WKDWFRQVWLWXWHVWKHRQO\UHSUHVHQWDWLRQRI WKLVSDQHO7KHKHLJKW WRWKHᚐRRU LVEDVLFDOO\
EHFDXVHWKHOLQHVVWDUWRQERWKVLGHVFORVHWRWKHᚐRRUOHYHO
The rock surface where the engravings are located is calcite pillars that narrowed the gallery 
RI\HOORZRUDQJHWRQHLWLVFRQYH[FRDUVHDQGKDUG7KHHQJUDYLQJVDUHPXOWLSOHYHU\GHHS
VLQJOHSDUDOOHOOLQHVWUDFHGE\LQFLVLRQZLWKGLᚎHUHQWOHQJWKVLQWKHURFNVXUIDFHRQWKHLQWHULRU
part of the narrowing and all around it. The position the artist had to acquire to engrave the 
vulvar sign (2.1) had to be sitting down or kneeling down in the inside part of the narrowing. 
The access is going through the gallery squatting and once reached the point of the panel 
two dragging the body through the hole. Visibility is almost non-existent from the outside 
of the sign, the viewer would have to either cross to the other side of the vulva to see the 
engravings or to lean through the hole to see them. The conservation is good even though it 
is a bit worn out, probably because of people passing through. 
The area of maximum visualization comprises both of the sides of the sign, the space in 
both of these is less than 1 square meter, thus one person on each side, point of optimal 
visualization would be the same one but in the interior side only. 
Panel 3
/RFDWHG LQ WKHWKLUGQDUURZLQJRI WKHJDOOHU\ WKDWFRQVWLWXWHV7RSRJUDSKLF8QLWSUHYLRXV
researchers found another vulvar sign with similar characteristics to the one located in panel 
2 (Fig. 9.6). Due to conservation reasons we could not go through Panel 2 to see the sign for 
ourselves therefore we are going to utilize the information of previous researchers combined 
with the limited observations we could do from the Panel 2. 
The location of the sign is very similar to the one of panel two. The sign is located in a 
QDUURZLQJ JHQHUDWHG E\ VWDODJPLWLF ᚐRZVWRQHV DQG WKHLU FRQᚏJXUDWLRQ DURXQG WKH URFN
surface of the hole), and the technique (deep parallel incisions) is very similar to those of 
WKHᚏUVWYXOYDUVLJQದ6DQ0LJXHODQG0X³µ]
PHQWLRQLVPRUHGHWDLOHGWKDQWKHᚏUVW
one– but space is even more restricted in this 
second sign making the passage through 
even more arduous.
The area of maximum visualization 
comprises both of the sides of the sign, the 
space in both of these is less than 1 square 
meter, thus one person on each side, point of 
optimal visualization would be the same. 
&KURQRORJ\
The authors that studied El Linar have 
FODVVLᚏHG LW IURP D FKURQRORJLFDO SRLQW RI
view, in the Style IV, more precisely in an 
evolved moment because the depictions are 
reduced to the head, have been represented 
with great detail and naturalism (SAN 
MIGUEL, 1991). San Miguel has compared 
the depictions of the chamois (1.3 –Caprid Figura 9.7. Access point





in our database–) with the scarce representations of the same species in portable art of 
Colluvil, Torre, and El Pendo. A similar comparison was made with the representation they 
LGHQWLᚏHGDVDKDUHದFDSULGದZLWKWKHGHSLFWLRQRIDKDUHLQ/H*DELOORX)UDQFHERWK
associated with the last phases of the Upper Palaeolithic. In a later work (SAN MIGUEL & 
MUÑOZ-FERNÁNDEZ, 2010) they compare the ensemble to Cobrantes, Los Moros, Sovilla 
y El Otero due to technical similarities, they also compare the Venus representation to the 
ones in Magdalenian ensembles in France (Gouy, Fronsac, Combarelles).
7DNLQJLQWRDFFRXQWWKHGLᚎHUHQWPHWKRGVRIGDWLQJZHDUHJRLQJWRDQDO\VHWKHFKURQRORJ\
of the depictions of El Linar. The cave has never been closed and it is well known nowadays 
LQWKHDUHD$OVRLQWKH9HVW¯EXORRIWKHFDYHZHFDQᚏQGDUFKDHRORJLFDOUHPDLQVWKDWUDQJHV
from the Acheulian to the Bronze ages, meaning the cave was also well-known and inhabited 
during the Paleolithic. In the proximity of the engravings materials corresponding to the 
0DJGDOHQLDQZHUHIRXQGGXULQJWKHᚏUVWSURVSHFWLRQRIWKHFDYH
The cave has not been dated by absolute means or can be dated because there is not black 
(carbon) pigment in the representation (all the ensemble are engravings) and there are not 
calcite formations covering the depictions. 
Taking into account the themes registered in the ensemble we have been more cautious 
WKDQWKHSUHYLRXVUHVHDUFKHUV7KHPRVWVLJQLᚏFDQWUHSUHVHQWDWLRQVIURPDWKHPDWLFDOSRLQW
RI YLHZ WKH FKDPRLV DQG WKHKDUHZHKDYH LGHQWLᚏHG WKHPDV FDSULGV DPRUH LQGHSWK
LGHQWLᚏFDWLRQFDQQRWEHPDGH7KHWKUHHFDSULGVZHFDQFRXQW LQ(O/LQDUDUH WDNLQJ LQWR
account only the theme, a frequent motif during the Middle and Upper-Final Magdalenian and 
appear in a similar fashion in portable ensembles of these dates. The bovid, possible bison, 
represented in El Linar are only partial representations making any stylistic comparison 
GLᚑFXOW7KHDQWKURSRPRUSKLFᚏJXUHLVDWKHPHVFDUFHO\UHSUHVHQWHGLQFDYHDUWEXWDSSHDUV
in “portable” art in Isturitz and Arlanpe both corresponding to the Upper Magdalenian. The 
YXOYDVGHSLFWHGLQWKHWRSRJUDSKLFXQLWDSSHDULQGLᚎHUHQWSKDVHVRIWKH3DODHROLWKLFPDNLQJ
GLᚑFXOWDFKURQRORJLFDODWWULEXWLRQ
We do not have arguments to determine if the ensemble of El Linar corresponds to a 
synchronic moment from a chronological point of view. The technique, similar format of the 
ᚏJXUDWLYH GHSLFWLRQV WKHLU SUR[LPLW\ DQG WKH W\SH RI HQJUDYLQJ LQGLFDWHV WKDW DW OHDVW WKH
ᚏJXUDWLYHHQVHPEOHRI(O/LQDULVSUREDEO\V\QFKURQLFDQGIURPWKH8SSHU)LQDO0DJGDOHQLDQ
for the reasons we exposed above. We do not have any arguments to discuss the chronology 
RI WKHYXOYDPHDQLQJZHFDQQRWVD\ LW LVV\QFKURQLF WR WKHᚏUVWHQVHPEOHRUHLWKHU IURP
another chronological moment. 
6XPPDU\
El Linar cave art is limited to a very restricted area in a very big cave. There are only 12 
graphic units and are concentrated in three panels in two topographic units, we can consider 
it a simple ensemble also due to the use of the same technique throughout. The lighting 
KDVWREHDUWLᚏFLDOVLQFHWKHGHSLFWLRQVDUHORFDWHGPIURPWKHHQWUDQFHLQDQDUHDZKHUH
the natural light does not reach and given the topographical characteristics it would have 
never reached. The access (Fig. 9.7) described above can be characterized as easy, even 
dough it requires some crawling, the itinerary is short and most of it, about 25 m, it can be 
done walking in an upright position, the rest requires either squatting or crawling but for a 
short period of time, 5m in the case of topographic unit one and less than ten meters for 
topographic unit 2. The depictions can only be seen once entered each of the panels, not 
even from the entrance to the topographic unit. Panel 1, which has the biggest concentration 
RIGHSLFWLRQVFDQQRWEHVHHQDWRQFHWRVHHWKHᚏJXUHVLWLVQHFHVVDU\WRPRYHFUDZOWR
watch them all. In the case of panel 2 and panel 3 the engravings of the vulvas are located 
in the interior part, to see them it is necessary to go through them or at least introduce the 
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Figura 9.9. Rock surface 
head through the opening thus, proximity is key. Both topographic units can be considered 
as restricted spaces because of the galleries are both narrow not allowing more than two 
people at once in either one of them (Fig.9.9). 
7KHSDQHOVDUHORFDWHGLQWKHFHLOLQJDQGLQWKHZDOOVWKH\DUHLVRODWHGIURPHDFKRWKHUSDQHO
LQDWRSRJUDSKLFXQLWDQGSDQHODQGLQDQRWKHUWRSRJUDSKLFXQLW7KH\DUHLQGLᚎHUHQW
areas but not separated by much space, only about 12 meters, the panels are almost parallel 
because both galleries have nearly the same direction (NE). It is hard to determine the order 
the depictions would be visualized in case a visitor came in because the galleries branch out 
in the same point but the observation of all the depictions would require entering in one of 
the topographic units, come back out and enter the other one, there is no other possibility. 
The preferred type of rock surface is calcite, chosen in all the cases (100% n=12) where the 
GHSLFWLRQVZHUHWUDFHGWKHFRORXULVDOVRLQDOOFDVHVRUDQJH\HOORZ5RFNVXUIDFHLVᚐDWLQ
RI WKHFDVHVQ DQGSRO\PRUSK LQRI WKHFDVHV LW LVGLVSRVHGYHUWLFDOO\
LQRIWKHFDVHVQ DQGKRUL]RQWDOO\LQRIWKHFDVHVLQUHODWLRQWRWKHᚐRRU
7H[WXUHLVVPRRWKLQRIWKHFDVHVDQGFRDUVHLQRIWKHFDVHVLWLVKDUGLQDOO
cases. Regarding rock characteristics, all of the depictions of panel 1 (10 graphic units, 
83,3%) were engraved over desquamations of the calcite layer, the rest of the depictions 
(16,7%) do not have any particular characteristic (Fig. 9.9).
+HLJKWWRWKHᚐRRUUDQJHVIURPWRFPLQSDQHOPRVWIUHTXHQWDUHQRQHWKHOHVVFP
Q DQGFPQ  LQSDQHOVDQGWKHGHSLFWLRQVDUHORFDWHGMXVWEHVLGHWKHᚐRRU
With the heights and disposition of the panels we were able to establish the position the artist 
ZRXOGKDYHDFTXLUHGWRHQJUDYHWKHJUDSKLFXQLWV LQPRVWRIWKHFDVHVQ WKH
XQLWVZHUHWUDFHGOD\LQJGRZQGHSLFWLRQVZHUHH[HFXWHGHLWKHUVLWWLQJRUNQHHOLQJ
(there is not enough space to crouch down). All depictions from Panel 1 were traced lying 
down and both of the depictions from Panel 2 and 3 sitting or kneeling. Positions to visualize 
the depictions coincide completely with the positions the artist(s) had to acquire to engrave 
all of the graphic units.  
0RVWRIWKHJUDSKLFXQLWVDUHᚏJXUDWLYHQ WKHUHVWQ DUHQRQᚏJXUDWLYH0RVW
frequent are the line ensemble with 33,3% of the representations, followed by caprinae with 
Blanca Ochoa Fraile
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25%, we can only be more accurate in one case out of three (8,3%) with the representation 
of an ibex. Next most frequent category are both bovinae representations and the vulvar 
VLJQV Q ᚏQDOO\ WKHUH LVRQO\RQHRFFXUUHQFHRID IHPDOH UHSUHVHQWDWLRQ 
(Table 3). Technique is in all cases engraved by incision (Table 4). Representation format 
LVRIWKHFDVHVLQGHWHUPLQDEOHQRQᚏJXUDWLYHGHSLFWLRQVLQWKHUHVWRIWKHFDVHVLV
partial, 16,6% (n=2) restricted to the head, 8,3% (n=1) headless, and 16,7% the upper part 
of the body (n=2) (Fig. 9.11). 
6L]HLVLQPRVWFDVHVVPDOORQO\WKHYXOYDUVLJQVRISDQHOVDQGFDQEHFRQVLGHUHG
medium size (Fig. 9.12). Visibility is inexistent in the case of the vulvar signs because they 
DUHORFDWHGLQWKHLQWHUQDOSDUWRIWKHRULᚏFHDQGORZLQWKHFDVHRISDQHOEHFDXVH
the viewer needs to be immediately underneath of the depictions to see them.
Only in two cases (16,7%), the vulvar signs, 
WKHUHLVDYHU\VLJQLᚏFDQWLQWHUDFWLRQEHWZHHQ
the rock surface and the spatial characteristics 
being both framed and integrated into the 
rock to a point the engravings only reinforce 
the importance of the place (Fig. 9.13). The 
use both of the space and the rock surface 
available make this panel a unique one. The 
rest of the graphic units are not framed or 
incorporated by/with the rock surface.  
5HODWLRQV WR WKH ᚏJXUHV DUH VLPLODU LQ HDFK
of the topographic units. For the depictions 
of topographic unit 1 the relations are varied, 
DQGDUH LQWHUVHFWHG VDPHKDSSHQV
EHWZHHQ  DQG  EXW ERWK HQVHPEOHV DUH FORVHO\ MX[WDSRVHG   DQG  DUH
MX[WDSRVHGDQGLQWKHFDVHRIWKHOLQHDUHQVHPEOHLQWHUVHFWHGDQGDUHVXSHULPSRVHG
WRHDFKRWKHUEXWMX[WDSRVHGWRWKHHQVHPEOHIRUPHGE\LVMX[WDSRVHGWR
and 1.9. Both of the depictions of topographical unit 2 are isolated.
Regarding the area of maximum visualization, all of the panels are restricted to two people 
at once, for panel 1 it is limited to 1,5 square meters which lying down would mean only two 
people due to the narrowness of the gallery. In the case of panel 2 and 3, space is equally 
Figura 9.10. Theme
Figura 9.12. Size
Figura 9.11. Representation Format
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Figura 9.13. Rock incorporation and frame
Figura 9.14. Execution position and Visualization position
limited to 0,8/0,6 square meters to either side, thus two people at most at the same time. 
Taking into account point of optimal visualization, observation would be restricted to only 
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/RFDOL]DFLyQ*HRJUi¿FD
La cueva de Las Chimeneas se localiza en la cara noreste del Monte Castillo, situado en el 
macizo del Dobra, en el municipio de Puente Viesgo, provincia de Cantabria. Se la conoce 
como cueva de Las Chimeneas por la abundancia de chimeneas geológicas, nombre ideado 
por su descubridor, el ingeniero García Lorenzo, en 1953. 
Su boca se orienta en dirección NE y sus coordenadas UTM son, según el Datum 89, Huso 
; < VXDOWXUDVREUHHOQLYHOGHOPDUHVGHP)LJ
El acceso actual a la cavidad se puede hacer subiendo por el Monte Castillo, por la carretera 
DVIDOWDGD63RVLJXLHQGRDSLHHOUHFRUULGRGHODVHQGD356DPERVWLHQHQFRPR
RULJHQHOQ¼FOHRGH3XHQWH9LHVJR\FRPRGHVWLQRODH[SODQDGDVLWXDGDMXQWRDODJUDQERFD
de la cueva de El Castillo. Desde ese punto sale un camino que rodea la falda de la montaña 
y que termina en la cueva de Las Monedas. La entrada a la cueva de Las Chimeneas se 
localiza a apenas 50 m del inicio del camino mencionado (Fig.10.2). 
$FWXDOPHQWHVHHQWUDD ODFXHYDGH/DV&KLPHQHDVSRUXQDHQWUDGDGHFDU£FWHUDUWLᚏFLDO
abierta en 1953 durante la prospección del farallón rocoso del monte. Tras el descubrimiento 
de la galería inferior en la que se localizan las representaciones prehistóricas, se abrió durante 
un corto periodo de tiempo la entrada original a la cueva, que posteriormente se cerró de 
nuevo. Con el propósito de abrir la cueva al público se habilitó, en 1954, el acceso por el 
que se entra en la actualidad, se ensanchó la entrada del descubrimiento y se construyó una 
escalera de obra en la chimenea que interconectaba ambos niveles geológicos. 
'HVFULSFLyQGHODFDYLGDG\JHRORJtD
 La cueva de Las Chimeneas se desarrolla en al menos dos pisos fósiles. Es una surgencia 
IµVLOTXHVHHVWUXFWXUDVREUHXQSODQRGHHVWUDWLᚏFDFLµQ. Ambos pisos tienen un recorrido 
total de 798 m y 33,5 m de desnivel acumulado (-21, +12,5) (ESPELEO CLUB DE GRÀCIA, 
1982) (Fig.10.3). 
El piso superior fue el primero que se descubrió y por el que se efectúa el acceso actual. 
Se trata de una cavidad de grandes dimensiones y bastante húmeda, lo que ha generado 
abundantes reconstrucciones litoquímicas de todo tipo. Tiene chimeneas que interconectan 
DPERVSLVRVVX UHFRUULGRTXHVXSHUD ORVPGH ORQJLWXGHQGLUHFFLµQ(2SUHVHQWD




bastante difícil. Carece de restos arqueológicos, aunque algunos autores han mencionado la 
existencia de marcas negras de cronología desconocida en su recorrido, denotando el paso 
de personas antes de la clausura de su boca. 
La entrada al piso inferior se localiza prácticamente en el mismo punto que la superior 
SHURXQRVPSRUGHEDMRGHODPLVPD$OLJXDOTXHODVXSHULRUHVWDEDEORTXHDGDSRUXQ
deslizamiento de ladera que la ocultaba del exterior. El vestíbulo de la cueva es de medias 
dimensiones, la cueva habría contado con una entrada orientada hacia el O que se fue 
cerrando progresivamente hasta quedar por completo cegada.
La galería principal es prácticamente rectilínea, de anchura variable pero nunca menor a 4 
PSRUORTXHSRGHPRVFRQVLGHUDUODDPSOLD7LHQHXQUHFRUULGRDSUR[LPDGRGHPDORV
y los 60 m se abren sendas galerías laterales que conectan con la chimenea que da acceso 
DOSLVRVXSHULRU(QODDFWXDOLGDGHVWD]RQDHVWDPX\PRGLᚏFDGDSRUODVREUDVTXHWXYLHURQ
lugar en los años 50 y que detallaremos más adelante. Éste es el mismo punto en el que da 
comienzo la decoración paleolítica. Continuando por la galería durante 24 m ésta  gira unos 
90|, prolongándose aproximadamente otros 7 m hasta que desemboca en la sala principal 
de la cavidad, de forma oval y de la que parten otras galerías y conductos. Del lado SE de 
la sala parte una nueva galería que se desarrolla durante unos 40 m hasta desembocar en 
una pequeña sala circular de 10 m de diámetro. Del extremo SO parten pequeñas galerías y 
conductos de corto recorrido en los que se localizan parte de las representaciones parietales. 
La sala esta dividida en su parte O por una gran columna estalagmítica que separa una 
galería cuyo suelo está compuesto por una colada estalagmítica que genera una pendiente 
HOHYDGDHOWHFKRHVW£FRQVWLWXLGRSRUVDOLHQWHVTXHJHQHUDQSDQHOHVHQSRVLFLµQYHUWLFDOHQ
relación al suelo. 
/D JDOHU¯D LQIHULRU GH &KLPHQHDV HV SU£FWLFDPHQWH KRUL]RQWDO VLQ VXELGDV QL EDMDGDV
a excepción de aquellas generadas por coladas estalagmíticas. Se desarrolló en un 
SODQR GH HVWUDWLᚏFDFLµQ TXH GHWHUPLQµ VX QLYHODFLµQ SODQD $VLPLVPR WLHQH DEXQGDQWHV
reconstrucciones litoquímicas durante todo su recorrido, aunque especialmente en su parte 
anterior donde destacan los gours y las numerosas estalactitas y estalagmitas que ocupan 
gran parte de la galería principal. 
+LVWRULRJUDItD
El descubrimiento de la cueva se produce como consecuencia de un estudio geológico del 
Monte Castillo llevado a cabo por García-Lorenzo y Carballo. En 1950, con el inicio de los 
WUDEDMRVGHKDELOLWDFLµQ\DGHFXDFLµQGHODVFXHYDVGH(O&DVWLOOR\OD3DVLHJDVHFRPHQ]µ
XQDSURVSHFFLµQGHO0RQWHFRQHOREMHWLYRGHORFDOL]DUFXHYDVWRGDY¯DRFXOWDVGONZÁLEZ-
ECHEGARAY, 1974). En este marco ya se había localizado la cueva de La Flecha durante 
ODFRQVWUXFFLµQGHOFDPLQRTXHFRPXQLFDED(O&DVWLOORFRQ/D3DVLHJDHQMXOLRGHVH
GLQDPLWµXQIDUDOOµQFDOL]RTXHGHVFXEULµXQDHQWUDGDDODFDYLGDGSRFRGHVSX«VHQ
se descubre la cueva de Las Monedas. A la vez que estas cuevas, La Flecha con yacimiento 
arqueológico y Las Monedas con arte parietal, se localizaron otras dos: El Lago, a 74 m por 
encima de El Castillo, cuya prospección arqueológica inicial resultó negativa, y otra cavidad 
GHODTXHQLVLTXLHUDVHPHQFLRQDHOQRPEUH\FDOLᚏFDGDಯGHHVFDVRLQWHU«VರANÓNIMO, 
1953, p. 9 y 16).
Estos descubrimientos y la presencia de una falla en el Monte, contribuyeron a que García 
/RUHQ]R LQJHQLHURHQFDUJDGRGHORVWUDEDMRVGHDGHFXDFLµQGH(O&DVWLOOR\/D3DVLHJD
pensara en la existencia de más cavidades que pudiesen contener restos arqueológicos 
o ELHQ DUWH SDULHWDO 3RU HOOR *DUF¯D /RUHQ]R SODQLᚏFµ XQD SURVSHFFLµQ TXH OOHYµ D OD
H[FDYDFLµQDQLYHOGHOFDPLQRGHO£UHDHQODTXHODIDOODWRPDEDFRQWDFWRFRQODVXSHUᚏFLH
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de una cavidad cuyo acceso se encontró a los siete metros de profundidad. La prospección 
inicial de la cueva fue negativa, tanto para presencia de arte parietal como de yacimiento 
arqueológico, aunque la abundancia de concreciones calcíticas fragmentadas constituyó, 
para los descubridores, la evidencia del paso del hombre por las galerías. Esto es lo que 
OOHYµD*DUF¯D/RUHQ]RD LQWHQVLᚏFDU ODSURVSHFFLµQ(OGHVHSWLHPEUHGH YDULRV
obreros descendieron por una de las numerosas chimeneas de la cavidad localizándose, a 
GRFHPHWURVGHSURIXQGLGDGXQDQXHYDFXHYDHQODTXHVHHQFRQWUDURQJUDEDGRV\GLEXMRV
paleolíticos (GONZÁLEZ-ECHEGARAY, 1974).
El 10 de septiembre de 1953 García Lorenzo presentó al Patronato de las Cuevas Prehistóricas 
de la Provincia de Santander un informe del descubrimiento. Éste fue publicado al día siguiente 
en el Diario Montañés (GARCÍA-LORENZO, 1954) dando a conocer públicamente la cueva. 
El ingeniero la había bautizado “Las Chimeneas” por la abundancia de simas geológicas, 
denominadas chimeneas, entre ambos niveles de la cueva. Sin embargo, durante la sesión 
del Patronato del mismo día se discutió el nombre, puesto que podía llevar a engaño a los 
YLVLWDQWHVTXHSRGU¯DQFRQVLGHUDUODXQD]RQDLQGXVWULDO\GHVYLUWXDUHOREMHWLYRWXU¯VWLFRGHO
Monte Castillo (GARCÍA-DIEZ, GARRIDO, & CEBALLOS, 2010, p. 492). 
Las primeras publicaciones de la cavidad corresponden al Padre J. Carballo. Tras la 
publicación del informe de García Lorenzo en el Diario Montañés y los ecos de ésta en otros 
medios locales, la cueva se da a conocer en un medio internacional: The Ilustrated London 
News el 18 de septiembre de 1954 (CARBALLO, 1954b). El primer artículo de carácter 
FLHQW¯ᚏFRHQHOTXHVLPSOHPHQWHVHGDDFRQRFHUHOGHVFXEULPLHQWRVHSXEOLFDHQODRivista 
di Scienze Prehistoriche (CARBALLO, 1954a). 
En los años siguientes al descubrimiento, J. González Echegaray retoma el estudio de la 
FXHYDSXEOLFDQGRYDULRVWUDEDMRVHQ\/DVGRVSULPHUDVVHOLPLWDQD
la noticia del descubrimiento y breves estudios con un carácter preliminar (GONZÁLEZ-
ECHEGARAYOD¼OWLPDHVXQSULPHUDYDQFHGHOHVWXGLRPRQRJU£ᚏFRTXHVH
publicaría poco después (GONZÁLEZ-ECHEGARAY, 1960). 
/DPRQRJUDI¯DSXEOLFDGDHQSRU*RQ]£OH](FKHJDUD\HVHOSULPHUWUDEDMRHQSURIXQGLGDG
de la cueva (GONZÁLEZ-ECHEGARAY, 1963), ésta fue ampliada y reeditada en 1974 
(GONZÁLEZ-ECHEGARAY  VWRV GRV VRQ KDVWD OD IHFKD ORV ¼QLFRV WUDEDMRV
PRQRJU£ᚏFRVGHGLFDGRVDODFXHYDHQHOORVVHLQFOX\HQODGHVFULSFLµQGHWDOODGD\HOFDOFR
GHODVUHSUHVHQWDFLRQHVWRSRJUDI¯DVHQODVTXHVHLQGLFDODORFDOL]DFLµQGHODVᚏJXUDVXQ
análisis de las representaciones desde el punto de vista del estilo de la fauna representada, 
Fig. 10.4. Fotografías del descubrimiento de Las Chimeneas (Centro de Estudios Montañeses)
Parte II. Cueva de Las Chimeneas
247
el análisis cronológico derivado de éste a través de los sistemas Breuil y Leroi-Gourhan y un 
EUHYHFDS¯WXORGHGLFDGRDODVFDWDVDUTXHROµJLFDVTXHVHOOHYDURQDFDERMXQWRDODHQWUDGD
original y en uno de los laterales de la Sala Principal. 
7UDV ODSXEOLFDFLµQGHHVWDVPRQRJUDI¯DV ORV WUDEDMRVVRQSDUFLDOHV/DFDYLGDGDSDUHFH
PHQFLRQDGDSXQWXDOPHQWHHQDOJXQRVHVWXGLRVGHFRQMXQWRGARCÍA-DIEZ & GARRIDO, 
 GONZÁLEZ-GARCÍA  GRAZIOSI  SS ದ GROENEN 
LEROI-GOURHANSROBERT, 2007) y en algunas tesis doctorales (sin 
pretender ser exhaustivos: CASADOGONZÁLEZ-GARCÍAROBERT, 2006). 
La cueva de Las Chimeneas formó parte del proyecto de datación de las cuevas del 
cantábrico dirigido por V. Cabrera, H. Valladas y F. Bernaldo de Quirós. En el marco de este 
proyecto se obtuvieron dos resultados, uno para el ciervo 20 y otro para el panel de signos 14 
(BERNALDO DE QUIRÓS, VALLADAS, & CABRERAMOURE, GONZÁLEZ-SAINZ, 
BERNALDO DE QUIRÓS, & CABRERA, 1996). 
<DFLPLHQWR$UTXHROyJLFR
González Echegaray practicó en octubre de 1971 varios sondeos en la cueva de Las 
Chimeneas, todos ellos con resultado negativo (GONZÁLEZ-ECHEGARAY, 1974, pp. 
ದ(OSULPHURGHHOORVVH OOHYµDFDERHQ OD6DOD , MXQWRD ODSDUHGHVWH\ IUHQWHD
la entrada original de la cavidad, con una anchura de 1,25 m por 1,25 m y dos metros de 
SURIXQGLGDG /D HVWUDWLJUDI¯D FRPLHQ]D FRQ XQD FDSD HVWDODJP¯WLFD VHJXLGD GH XQD ᚏQD
capa de limo arcilloso en la que se localizaron algunos caracoles terrestres y un hueso 




sedimentación a continuación contase con unas características similares. K. Butzer publica 
XQDFROXPQDHVWUDWLJU£ᚏFDGH/DV&KLPHQHDVFRPSDU£QGRODFRQ ODVSUµ[LPDV/D




cata parece que fue rellenada a posteriori puesto que no se encuentran restos de la misma. 
No describe la sedimentología, mencionando únicamente que los resultados son negativos. 
Asimismo describe que “en el sector de la izquierda [de la Sala II]” se llevó a cabo “algún 
VRQGHRರXQRGHHOORVVHORFDOL]DHQOD]RQDRHVWHGHODVDODMXQWRDORVDFFHVRVDOD*DOHU¯D
III (GONZÁLEZ-ECHEGARAY, 1974, p. 31). Este sí que continua en parte abierto, aunque 
su poca profundidad en la actualidad lleva a pensar que quizás se rellenase, en parte, a 
posteriori. También menciona que, en este caso, los resultados fueron negativos sin hallarse 
restos de industria lítica o fauna. 




pequeña colección de industria lítica que, según González Echegaray, se encontraba 
EDMRXQDᚏQDFDSDHVWDODJP¯WLFDTXHVHKDE¯DTXHEUDGRHQDOJXQRVSXQWRVGHMDQGRHQOD
VXSHUᚏFLHXQᚏQRHVWUDWRGHVHGLPHQWRVREUHHOTXHHVWDEDQGHSRVLWDGRV ORVPDWHULDOHV





al Paleolítico superior sin más precisiones.
$GHP£VGHHVWRVUHVWRVHQVXSHUᚏFLHVHKDQORFDOL]DGRUHVWRVµVHRVHQXQDJULHWDTXHGD
DFFHVRDXQQLYHODSHQDVXQPHWURSRUGHEDMRGHHOGHODFXHYD\TXHKDQVLGRLGHQWLᚏFDGRV
provisionalmente como un ciervo. M. Groenen los ha considerado una deposición intencional, 
puesto que opina que una deposición natural en esa zona sería extraña (GROENEN, 2000). 
En la Sala II, en el extremo Este en una cornisa de la roca, se ha localizado un fragmento 
de calcita, posiblemente depositado de forma intencional en una formación caliza que tiene 
forma de pez. La intencionalidad no es demostrable aunque algunos autores han apuntado 
a que sería así y se llevaría a cabo para indicar que el pez estaría devorando una presa 
(GONZÁLEZ-ECHEGARAYGROENEN, 2000).  
'HVFRQRFHPRVVLGXUDQWHORVWUDEDMRVGHDGDSWDFLµQSDUDODVYLVLWDVWXU¯VWLFDVVHORFDOL]µ
algún resto arqueológico, pues no se conserva documentación. 
0RGL¿FDFLRQHVHVSDFLDOHV
El descubrimiento de la cueva de Las Chimeneas durante la década de los años 50 del siglo 
XX provocó que rápidamente se incorporase, al igual que la cueva de Las Monedas, a los 
proyectos de habilitación y adecuación a las visitas turísticas que había puesto en marcha 
el Patronato de las Cuevas Prehistóricas de la Provincia de Santander en las cuevas de La 
Pasiega y El Castillo. 
/DGLᚏFXOWDGTXHHQWUD³DEDODHQWUDGDGHOGHVFXEULPLHQWRSURYRFµTXHVHORFDOL]DVHWDQWRHQ
el interior como en el exterior del monte, la entrada original de la cavidad, con la intención de 
DEULUODSDUDSRGHUDFFHGHUVLQGLᚏFXOWDGHVWRVHHMHFXWµSRFRGHVSX«VGHVXGHVFXEULPLHQWR
(GONZÁLEZ-ECHEGARAY, 1974). Sin embargo, la localización de la galería de las pinturas 
de la cueva de Las Chimeneas en un nivel inferior al del resto de las cavidades del Monte 
&DVWLOORKL]RTXHVHSHUᚏODVHXQSODQGHDFFLµQGLIHUHQWHDOGHODVGHP£V)LJ
Poco después del descubrimiento, el Presidente de la Diputación y miembro del Patronato 
manifestó la intención de acondicionar la cavidad para visitas turísticas (GARCÍA-DIEZ ET 
AL.S(VWHDFRQGLFLRQDPLHQWRFRQVLVWLµHQODDPSOLDFLµQGHORULᚏFLRGHDFFHVR
al nivel superior de la cueva, la construcción de un camino por el nivel superior y de una 




los suelos en algunas zonas y se eliminaron 
estalactitas y estalagmitas que impidiesen el 
paso en dirección a la entrada original de la 
cueva (Fig.10.5). 
A diferencia del resto de cavidades del Monte 
Castillo, la adaptación de Las Chimeneas 
no supuso grandes cambios espaciales 
en las zonas en las que se localizan las 
representaciones, puesto que el tránsito era 
bastante sencillo de por sí. Al contrario que 
en el resto de cavidades visitables del Monte 
Castillo, en Las Chimeneas no se instaló luz 
HO«FWULFD SRU OR TXHQR KD\ FDEOHV \ FDMDV
de registro como en las otras cavidades. 
En el interior, además de lo que ya hemos Fig. 10.5. Acceso a Las Chimeneas tras las obras de 
adaptación
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mencionado, se instalaron algunos paneles de protección para las pinturas que hoy en día 
han sido eliminados.
La habilitación turística fue terminada antes del 6 de agosto de 1954, cuando García-Lorenzo 
informó al Patronato de que la cueva estaba lista para las visitas turísticas, abriéndose al 
público el día siguiente (GARCÍA-DIEZ ET AL., 2010, p. 492) (Fig.10.6). 
Hoy en día la cavidad está abierta al público tras décadas cerrada. Sin embargo, el régimen 
de visitas de la cavidad es muy restringido: grupos de cinco personas, únicamente durante 
otoño e invierno. 
)LHOGZRUN
Las Chimeneas cave was studied during several campaigns in 2012, 2013 and 2014 for 
eleven working days, which translates in about 70 hours work inside the cave. Fieldwork 
started with an exploratory evaluation of the cave and the depictions already published. In 
WKLVH[SORUDWLRQZHGHWHUPLQHGSUHOLPLQDULO\WKHWRSRJUDSKLFXQLWVDQGWKHGLᚎHUHQWSDQHOV
this determination was revised afterwards when we studied each of the depictions and their 
location.
We opted not to include the black tracks or marks inside the cave in this study because of its 
unknown chronology. Las Chimeneas cave was closed down sometime after the Magdalenian, 
but it could have been at any time between the last phases of the Upper Palaeolithic and its 
discovery, making possible its exploration during an extensive chronology. 
'HVFULSWLRQRIWKHURFNDUWHQVHPEOH(Fig.10.7)













10,6 m wide. In the central section, the path is individualized by the lack of stalagmites, very 
DEXQGDQWLQWKHUHVWRIWKHᚐRRULWLVDOVRFKDUDFWHUL]HGE\WKHH[LVWHQFHLQWKHULJKWVLGHRI
ᚐRZVWRQHIRUPDWLRQVRYHUOLPHVWRQHWKDWFUHDWHDZLGHHOHYDWHGDUHDZLWKDEXQGDQWFDOFLWH
formations. The next section starts after the gallery narrows down leading into a straight 
SDVVDJHLWVᚐRRULVFRPSRVHGRIJRXUVIRUPDWLRQVWKLVSDUWLVDERXWPZLGHDIWHUP
it widens again (up to 10 m at the widest point), this is where the decoration starts. The third 
part is very similar to the second one: a quite wide gallery with a narrow path, on the right side 
WKHUHLVDZLGHHOHYDWHGDUHDZKHUHVRPHRIWKHGHSLFWLRQVZHUHWUDFHGLWLVPORQJDQG
roughly a constant width (between 13 m and 9 m). The fourth and last part of the main gallery 
VWDUWVDIWHUD|DQJOHWXUQLWLVPXFKQDUURZHUDURXQGPDWWKHZLGHVWDQGDWWKH
QDUURZHVWSRLQWDQGRQO\PORQJ,WOHDGVLQWRWKHPDLQFKDPEHURIWKHFDYH7KHᚏUVWWKUHH
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No archaeological remains were found in this topographic unit. Topographic unit 1 can be 
characterized as an open space since it can hold more than three people at the same time 
and in most of the spaces. Nonetheless, some spaces inside this topographic unit can be 





WR WKH GHFRPSRVLWLRQ RI WKH OLPHVWRQH LW DOVR KDV EODFN FU\VWDOOLVHG LQFOXVLRQV 7KH ᚐRRU
EHORZWKHSDQHOLVᚐDWZLWKDVPDOOJUDGLHQWVORSHJRLQJGRZQZDUGV1RQHWKHOHVVWKLVDUHD
RIWKHFDYHZDVGUDVWLFDOO\PRGLᚏHGGXHWRWKHDGDSWDWLRQZRUNVWKDWWRRNSODFHVKRUWO\DIWHU
the discovery of the cave, possibly altering the space around where the panel is located. 
7KHVHPRGLᚏFDWLRQVFRQVLVWLQWKHHOLPLQDWLRQRIOLPHVWRQHSHQGDQWVDURXQGWKHSDQHODQG
the creation of a path that ends in the central part of the gallery. 
The single depiction of the panel is a caprid, probably an ibex, engraved by incision with 
DEOXQWREMHFWRYHU WKHVRIWFOD\ LQDVLQJOHRXWOLQH2QO\ WKHXSSHUSDUWZDV WUDFHG ,W LV




in front of the depiction to see it. Since it is very close to the wall of the cave the angle from 
ZKHUH WKH ᚏJXUH FDQEH VHHQ LV TXLWH VPDOO DUHDRIPD[LPXPYLVXDOL]DWLRQDQGSRLQW RI
optimal view correspond and are 3,2 square meters meaning six people in an upright position 
could see the depictions at the same time (Fig.10.8). 
Panel 2
Placed about 12,5 m from the previous one and the current entrance. It is located on an 
upper level that slopes down to the central part of the cave. The panel is positioned at the 
highest point near the east wall of the cave but as the previous one in a limestone pendant 
WKDWGRHVQRWUHDFKWKHᚐRRU
7KHSDQHOLVSRVLWLRQHGDWDPHGLXPKHLJKWWKHYHUWLFDOKHLJKWIURPWKHGHSLFWLRQVWRWKHᚐRRU
ranges between 180 cm and 100 m. The panel comprises three graphic units, 2.2 to 2.4, 
ERWKᚏJXUDWLYHDQGQRQᚏJXUDWLYH7KHURFNVXUIDFH LV\HOORZGHFDOFLᚏFDWLRQFOD\VRIWDQG




7KH ᚏUVW JUDSKLF XQLW WUDFHG LV DQ HQVHPEOH RI GLJLWDO OLQHV LQ D YHUWLFDO SRVLWLRQ WUDFHG
mostly in a downward direction. Nonetheless, there are also some others in a horizontal 
position. It occupies a quite large area of about 80 cm wide and one meter long. Over it 
DQGVXSHULPSRVHGWRWKHYHUWLFDODQGKRUL]RQWDOOLQHVDUHWKHWZRᚏJXUHVRQWKHULJKWVLGH
of the panel there is a cervical-dorsal line and a possible ventral one that could consist on a 






for the lower parts probably leaning forward slightly. 
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The access to the panel is easy, going through the central part of the gallery it requires going 
up the upward slope conducing to the panel. Depending on the point of the path utilized to 
access the panel it is necessary to stoop to avoid hitting other limestone pendants before the 
panel. Taking a small detour, going forward in the gallery a couple of meters and going up it 
is possible to do the entire itinerary walking in an upright position. 
Visibility is quite good, with an acceptable illumination the panel can be seen from the path 
though not completely, proximity ensures the optimal visualization point. Area of maximum 
visualization is around 11,5 square meters meaning up to twenty people could potentially 
VHHWKHSDQHODWWKHVDPHWLPHSRLQWRIRSWLPDOYLVXDOL]DWLRQLVUHGXFHGWRWKHᚐDWVXUIDFHLQ
front of the panel and around 1,5 square meters, and thus only three people could see them 
optimally at the same time (Fig.10.9). 
Figure 10.8. Panel 1. Location, general view and depiction
Figure 10.9. Panel 2. Location, general view and depictions: A) 2.2 B) 2.3 C) 2.4.
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Panel 3
Located a couple of meters to the left of the previous panel, opposed to it in another limestone 
pendant similar to the previous ones. It is located at a medium height, the vertical distance 
IURPWKHJUDSKLFXQLWVWRWKHᚐRRUUDQJHVEHWZHHQFPDQGFP7KHSDQHOFRPSULVHV
WKUHH JUDSKLF XQLWV ERWK ᚏJXUDWLYH DQG QRQᚏJXUDWLYH 7KH URFN VXUIDFH LV \HOORZZKLWLVK
GHFDOFLᚏFDWLRQFOD\ZLWKVRPHFDOFLWHEHWZHHQ WKHGHSLFWLRQV LW LVVPRRWKHYHQ WKRXJK LW
KDVVRPHFUHYLFHV,WLVERWKFRQYH[DQGVLQXRXV7KHᚐRRUEHORZWKHSDQHOLVᚐDWDVWKH
previous panel in the direction to the gallery a downward slope starts leading to the main 
SDWK1RPRGLᚏFDWLRQV WRRNSODFH LQ WKLVSDUWRI WKHFDYH WKXV WKHVSDFH LVSUREDEO\YHU\
similar to the one when the depictions were executed. 
7KHUHDUHWZRVLJQVDQGRQHᚏJXUDWLYHGHSLFWLRQ7KHᚏUVWRQHLVDVLJQFRPSRVHGRIWZR
OLQHVRQHVOLJKWO\FXUYHGDQGRWKHUYHU\VLQXRXVSDUWLDOO\SDUDOOHOWRHDFKRWKHUWRWKHULJKW
of both lines, there is a small dot. To the left of this depiction and separated by a calcite 
formation there is an ensemble constituted by a caprid and a sign. Only the upper part of the 
caprid was traced with a long horn and a pointy mouth. Technique is in all cases engraving, 
H[HFXWHGE\GUDJJLQJDᚏQJHURYHUWKHVRIWVXUIDFH7KHSRVLWLRQRIWKHDUWLVWVLVVWDQGLQJ
in all cases. 
The access to the panel is the same as for the previous one. Visibility is good but, because 
WKH SDQHO LV RSSRVHG WR WKHPDLQ SDWK LW LV LPSRVVLEOH WR VHH IURP LW WKXV WKH DUHD RI
maximum visualization is limited to the point between the panel and the wall. Area of 
maximum visualization is around 3,7 square meters and 0,5 square meters meaning seven 
people at most and only one or two optimally (Fig.10.10). 
Panel 4
Located in the ceiling over the main path, continuing forward for about nine meters from the 






the former and lower in the latter. 
7KHLVRODWHGGHSLFWLRQLVDVLJQLWLVDQDUFKIRUPFRPSRVHGE\DFHQWUDOOLQHSDUDOOHOWRWKH




position the artist had to acquire would have been slightly crouched with the arm extended 
to reach the ceiling. 
The access to this panel is quite easy, going through this part of the gallery requires stooping 
slightly due to the height of the ceiling but it is. Nonetheless, a quite open gallery making the 
transit quite easy. 
9LVLELOLW\LVDOVRUDWKHUJRRGQRZDGD\VLWLVOLPLWHGE\WKHFRQVHUYDWLRQSUREOHPVZHPHQWLRQHG
above, but its size and its prominent location make it quite easy to see. Area of maximum 
visualization is around 9,4 square meters, meaning 12 people crouching down at most. Point 
RIRSWLPDOYLVXDOL]DWLRQLVOLPLWHGWRWKHDUHDLPPHGLDWHO\EHORZWKHVLJQWKHUHIRUHDURXQG













Figure 10.10. Panel 3. Location, general view and depictions: A) 3.5 B) 3.6 C) 3.7
Figure 10.11. Panel 4. Location and depiction
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FLUFOHVZHUHSUREDEO\H[HFXWHGE\GUDJJLQJDᚏQJHU WKH OLQH LVGHHSDQG WKHFLUFOHVDUH
VKDOORZ7KHVHFRQGJUDSKLFXQLWLVMX[WDSRVHGWRWKHSUHYLRXVRQHLWLVDOVRDVLJQ
composed of a horizontal line crossed by three vertical lines in the central part. Beside these 
WKHUHDUHRWKHUWKUHHVKRUWHUWUDFHVWKDQWKHDIRUHPHQWLRQHGWKHWHFKQLTXHLQWKLVFDVHLV
HQJUDYLQJH[HFXWHGGUDJJLQJDᚏQJHURYHUWKHVRIWVXUIDFH7KHSRVLWLRQWKHDUWLVWVKDGWR
acquire was upright and leaning forward to reach the lower one. The access to the panel is 
WKHVDPHDVWKHSUHYLRXVRQHLWRQO\UHTXLUHVFRQWLQXLQJDORQJWKHPDLQSDWKRIWKHJDOOHU\
9LVLELOLW\LVPHGLXPEHFDXVHRIWKHWHFKQLTXHXWLOL]HGWRH[HFXWHWKHGHSLFWLRQVERWKVLJQVDUH
visible as they are located in a prominent part of the gallery. Area of maximum visualization is 
quite big as it is a point where the gallery opens up, it is about 16,8 square meters meaning 
up to 32 people. Point of optimal visualization is reduced to 3,9 square meters and thus eight 
people at most (Fig.10.12). 
Panel 6
/RFDWHGDIWHUWKH|WXUQRIWKHJDOOHU\LQWKHOHIWದHDVWದZDOORIWKHFDYH7KHSDQHOLVTXLWH




over some of the parts of the surface leaving thin, small engravings. It is a polymorph panel, 
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(6.11) started in a horizontal position to continue down with an oblique direction. To the left 
of this ensemble, there is a bigger, and harder to isolate, ensemble of engravings (6.12). 
It is impossible to establish their direction since they are very intricate and intertwined, the 




a horizontal position (6.15). In all of these cases, the depictions were engraved with a sharp 
REMHFWSUREDEO\DVWRQHDUWHIDFWRUDVKDUSHQHGZRRGVWLFN%HORZWKHVHJUDSKLFXQLWVWKHUH
might have been previous graphic units executed by digital means that are mostly covered by 
WKHHQJUDYLQJZLWKDVKDUSREMHFW7KHSRVLWLRQWKHDUWLVWVDFTXLUHGWRHQJUDYHWKHJUDSKLF
units was both upright and leaning forward. 
The access to the panel is quite easy, going forward for a couple meters from the previous 
panel. Visibility is very high since the gallery is more constricted in this part of the cave, 
making impossible not to see the extensive white patches the engraving caused over the rock 
surface. Thus, the maximum visualization area is quite big corresponding with the width of 
the panel, it is around 27,7 square meters meaning at most 55 people at the same time, even 
though it would be impossible for them to see the entire panel. Point of optimal visualization 
coincides with the central part of the panel, the single point from where the panel can be 
viewed as a whole, limited to 4,1 square meters meaning eight people standing (Fig.10.13).
Panel 7 
The last panel of this topographic unit is located a couple of meters before the gallery turns 
into a chamber. It is positioned in a concavity of the wall that creates a small niche close 
WRWKHᚐRRUWKHVLQJOHGHSLFWLRQWKDWFRQVWLWXWHVWKHSDQHOZDVWUDFHGRQWKHFHLOLQJRIWKLV









PRXWKWKHUHDUHVRPHFDXOLᚐRZHU IRUPDWLRQV WKHFDSULGFRXOGEH LQWHUSUHWHGDV LI LWZHUH
drinking some water from the dripping formations. The position the artist had to acquire 
ZDVHLWKHUVLWWLQJRQWKHᚐRRURUFURXFKLQJZLWKLWVEDFNWRWKHZDOORIWKHFDYHDQGLWVDUP
VWUHWFKHGRXWWRGUDZWKHGHSLFWLRQ7KLVSRVLWLRQZRXOGH[SODLQWKHಯLQYHUVLRQರRIWKHᚏJXUH
in relation to the gallery. 
7KHDFFHVVLVHDV\FRQWLQXLQJIRUZDUGWKURXJKWKHJDOOHU\WKHSDQHOLVDOPRVWLQIURQWRIWKH
previous one. Visibility is limited to a crouching position in the area in front of the niche, in 
an upright position in both entering and going out would be impossible to see. Thus, it would 
be quite easy to overlook the depiction unless the person knew it was located at that point. 
Area of maximum visualization is around 11 square meters, meaning at most 15 people 
HLWKHUFURXFKLQJRUVLWWLQJRQWKHᚐRRUFRXOGSDUWLDOO\VHHWKHGHSLFWLRQ7KHRSWLPDOSRLQW
of visualization is limited to the area below and immediately around the niche where it is 
located, thus to at most people four people, also sitting or crouching down to acquire the 




Located in the main chamber of the cave, accessing to it is quite easy following the path 
constituted by the previous topographic unit, this itinerary can be transited, in most parts, 
walking upright. Two spots require to duck down or crouch slightly in order to avoid hitting the 
head with the ceiling. Nowadays, the only possible access is through the chimney between 
the upper level and the one where the depictions are located. 
The main chamber of the cave has an oval shape with a quite high ceiling, about 6 m tall, 
LW LVP ORQJE\PZLGH ,WVᚐRRU LVD WKLFNFDOFLWHPRVWO\ᚐDWDQGDELWHOHYDWHG LQ
UHODWLRQZLWKWKHᚐRRURIWKHPDLQJDOOHU\MXVWDWWKHHQWUDQFHWRWKHFKDPEHUWKHUHLVDVWHS
up of about 15 cm. The chamber is oval and constitutes the start of new galleries and small 
FKDPEHUVWKDWDUHERWKGHFRUDWHGDQGXQGHFRUDWHG2QWKHOHIWVLGHWKHUHDUHWZRᚐRRUVDW
GLᚎHUHQWKHLJKWV2QHDWWKHVDPHOHYHORIWKHFKDPEHUWKDWOHDGVLQWRDQRWKHUJDOOHU\ZKLFK




WKLVXSSHU OHYHO 3DQHO WKHᚐRRURI WKHXSSHU OHYHOZDVXVHGDVDQHOHYDWLRQದDQG WKH
ZDOODWVHYHUDOKHLJKWV,QWKHFHQWUDOSDUWLVWKHᚏUVWSDQHORIWKHXQLWORFDWHGLQDOLPHVWRQH
SHQGDQWWKDWGRHVQRWUHDFKWKHᚐRRU%HORZDQGDERYHRQWKHOHIWVLGHDUHSDQHOVDQG
the former in a quite high part of the wall but in an easily reachable area, using the pendant 
ZKHUHSDQHORQHLVORFDWHGDVDᚐRRU%HORZDOVRLQWKHZDOODQGEHVLGHVWKHDFFHVVWRWKH
next topographic unit is the last panel. On the left side of the chamber are positioned the 
Figure 10.14. Panel 7. Location, general view and depictions: A) 7.16
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accesses to other galleries and chambers, a small opening that constitutes the access to 
topographic unit 4. A couple of meters to the left starts a narrow gallery, it soon becomes 
DFRQGXFWWKDWHQGVDERXWPIURPLWVVWDUW0RUHRYHUᚏQDOO\EHVLGHWKHPDLQFKDPEHU
and part of it is topographic unit 5, separated from this one for the reasons we are explaining 
afterwards. 
Archaeological remains were indeed found in this unit, some lithic artefacts were found 
VRPHZKHUHO\LQJRQWKHᚐRRUFRYHUHGE\DVKDOORZOD\HURIFDOFLWHWKHLUORFDWLRQLVXQNQRZQ
Thus, its analysis is impossible. They were not considered, nonetheless, diagnostic of any 
Palaeolithic period. Beside this chamber, in the gallery that starts on its left side, González 
Echegaray performed another archaeological survey with negative results. 
Topographic unit 2 can be characterized as an open space since it can potentially hold more 
WKDQWKUHHSHRSOHDWRQFHWKHVSDFHLVPDVVLYHDURXQGVTXDUHPHWHUVPHDQLQJLWFRXOG
potentially hold quite big groups of people.
Panel 1
Located in the central part of the chamber, in a limestone ledge or pendant that comes out 
RIWKHZDOOZLWKRXWWRXFKLQJWKHᚐRRULWFUHDWHVDVRPHZKDWᚐDWDQGYHUWLFDOVXUIDFHIRUWKH




this particularity gives the stone a whitish hue, more noticeable in some parts than others. 
,WLVYHU\VLQXRXVZLWKVRPHKROHVWKDWFUHDWHGLᚎHUHQWVXUIDFHVRFFXSLHGE\VLJQV,WLVYHU\
VPRRWKDQGKDUG7KHᚐRRUEHORZWKHSDQHOLVKRUL]RQWDOFRQVWLWXWHGE\DKHDYLO\FDOFLᚏHG
VHGLPHQW OD\HU QR DSSDUHQW PRGLᚏFDWLRQV WKDW FRXOG KDYH DOWHUHG WKH VSDFH WRRN SODFH
around this panel. In the nineteen seventies a barrier with two small columns on either side 
ZHUHSODFHGLQIURQWRIWKHSDQHOWRSURWHFWLWLWZDVUHPRYHGGXULQJWKHᚏUVWGHFDGHRIWKLV
century.
7KHJUDSKLFXQLWVDUHGLVSHUVHGRYHU WKHVXUIDFHRI WKHSDQHO)URPULJKW WR OHIW WKHᚏUVW
depiction is an ensemble of lines that create quite a big sign with three convergent lines, in 
its lower part two vertical lines start and beside it, there is a trapezoid sign (1.1). Juxtaposed 
to it and to the left, there is another sign (1.2) formed by three lines that constitute an open 
rectangle. Also to the left there are two rectangular shapes (1.3 and 4), in this case complete, 
ERWKWRXFKLQJWKHORZHURQHLVIDLQWHUWKDQWKHXSSHURQHZKLFKKDVEHHQUHWUDFHGLQVRPH
SDUWV:LGHO\ MX[WDSRVHGWR WKLVDVVHPEODJHRIVLJQV WKHUH LVDQRWKHURQHWKDWFRPSULVHV
three signs. In the right side two converging lines, create a triangle shape (1.5). Juxtaposed 
WRLWWKHUHDUHWZRELJWHFWLIRUPVTXDGULODWHUDOVLJQVᚏOOHGZLWKGLᚎHUHQWSDWWHUQV7KHXSSHU
one is divided into three segments by double vertical lines and crossing lines on each side 
(1.6). The lower one also has three segments separated by vertical lines, these lines on 
each side are only in one direction converging into the centre of the sign (1.7). The technique 
utilized to draw the signs was charcoal pencil in most cases with a single outline. The position 
the artist(s) had to acquire to draw was upright, maybe leaning forward slightly in the lower 
parts of some of them. 
7KHDFFHVVWRWKHSDQHOLVHDV\LWFDQEHUHDFKHGFURVVLQJWKHFKDPEHUVLQFHLWLVORFDWHG
in front of the access to the topographic unit. Visibility is very high, the depictions can be 
seen with the adequate lighting from the access to the chamber and, partially from most of 
the points of the chamber. Area of maximum visualization is, thus, about 82,2 square meters 
and thus the panel could, potentially, be seen by up to 164 standing people which would 
almost impossible because the public would block the view of the depictions. Point of optimal 




seeing the panel without blocking it, if we take this into account, the panel could be seen, at 
most by a hundred people and optimally by 34 people (Fig.10.15). 
)LJXUH3DQHO/RFDWLRQJHQHUDOYLHZDQGGHSLFWLRQV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Panel 2 
Located in the same part of the chamber as the previous panel, also in the wall but at a 
much higher point. The panel is located over the ledge/pendant where the previous panel 
is located, on its left side almost where it starts. It is at a quite high position in relation to 
WKHᚐRRURIWKHFKDPEHUKRZHYHUWKHSODFHIURPZKHUHWKHVLJQVZHUHH[HFXWHGZDVZLWK
DOOSUREDELOLW\XVLQJ WKH OHGJHDV WKHᚐRRU'XH WR LWVKHLJKWRYHU WKHᚐRRU IRUVDIHW\DQG
FRQVHUYDWLRQUHDVRQVZHFRXOGQRWPHDVXUHWKHDFWXDOKHLJKWRIWKHᚐRRUPHWHUVLVDQ
approximate measure. The panel comprises two graphic units. The rock surface of the panel 





are quite thick. The position the artist(s) had to acquire was upright, leaning forward slightly 
on the ledge below the engravings. 
To access the small ledge below the engravings, the person would have to climb to it either 
IURPLWVOHIWRUULJKWVLGH9LVLELOLW\LVORZGXHWRWKHWHFKQLTXHHPSOR\HGWRWUDFHWKHVLJQV
QRQHWKHOHVVWKHOLQHVDUHTXLWHWKLFNDOORZLQJWRVHHLWIURPWKHᚐRRURIWKHPDLQFKDPEHUQRW
making necessary to approach in order to see them. Thus, the area of maximum visualization 
is around 14 square meters, which could allow 28 people standing to see them at the same 
WLPHSRLQWRIRSWLPDOYLVXDOL]DWLRQLVOLPLWHGWRVTXDUHPHWHUVMXVWEHORZDQGLQIURQWRI
it, and thus to 5 people standing at the same time (Fig.10.16). 
Panel 3
Positioned in the ceiling of the main chamber, on its left side, beside the second, upper, level 
we mentioned in the description of the topographic unit. The vertical distance from the single 
JUDSKLFXQLWWKDWFRPSRVHVWKHSDQHOWRWKHᚐRRULPPHGLDWHO\EHORZLWLVYDULDEOHEHWZHHQ
DQGFP7KHKHLJKWWRWKHPDLQJDOOHU\ᚐRRUFRXOGQRWEHPHDVXUHGEXWLWLVDURXQG




hence, the space has remained unchanged. 
The single depiction of this panel is a quadrilateral sign, rectangular in this case, with interior 
ᚏOOLQJ,WLVFRPSRVHGRIWZRUHFWDQJOHVDQH[WHULRURQHDQGDQRWKHUVOLJKWO\VPDOOHUWUDFHGLQ
LWVLQWHULRUEHWZHHQERWKDQGFRQQHFWLQJWKHPVPDOOOLQHVZHUHHQJUDYHGDOVRLQRQHRILWV
sides some lines crossing each other were executed. Over one of its sides three more lines 
were traced superimposing two rectangle lines. The technique utilized to execute this sign 
ZDVFRPELQHGXVLQJIRULWVRXWOLQHDQGPRVWRILWVᚏOOLQJGLJLWDOWUDFHPHDQZKLOHVRPHRI
the lines on the inside of the rectangle were executed using a blunt instrument to incise the 
lines. The position the artist had to acquire to execute this sign was upright, maybe crouching 
VOLJKWO\GXHWRWKHKHLJKWRILWRYHUWKHᚐRRUDQGWKHIDFWWKDWLWLVORFDWHGLQWKHFHLOLQJ
The access to visualize the panel is easy since it only requires reaching the central part of the 
chamber. On the other hand, getting to the point of the artist would have required climbing to 
the upper-level gallery that starts from the chamber, the easiest way is through the left side 
of the chamber, where the previous panel is positioned. 




Figure 10.17. Panel 3. Location, general view and depiction (3.10)
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to see it completely. Area of maximum visualization is 38 square meters meaning up to 
nearly 80 people could see the depiction standing up. On the other hand, point of optimal 
visualization is reduced to the area immediately below, the “artist(s)” perspective and the 
DUHD MXVWEHORZLW LQ WKHFKDPEHU WKLVDUHD LVDURXQGVTXDUHPHWHUVPHDQLQJXSWR
people standing could see the sign optimally (Fig.10.17).
Panel 4
/RFDWHGEHORZWKHOHGJHWKDWFRQVWLWXWHVWKHSDQHODQGWKHᚐRRURISDQHO7KLVSDQHOLV
positioned between those two panels and beside one of the entrances to topographic unit 3. 
The panel is located at a medium-low height, the vertical distance from the graphic units 
WRWKHᚐRRUUDQJHVEHWZHHQFPDQGFP7KHSDQHOFRPSULVHVWZRJUDSKLFXQLWV








with very vague borders, possibly also due to the rock surface. The technique is the same as 
WKHSUHYLRXVRQH3UHVHUYDWLRQLVSRRUGXHWRWKHSUHVHQFHRIFDOFLᚏFDWLRQVDURXQGLWZKLFK
could have transferred and washed out the pigment. The position the artist(s) had to acquire 
was either crouching or kneeling down because the height of the ledge located immediately 
above would not allow acquiring any other position. 
Figure 10.18. Panel 4. Location, general view and depiction (4.11)
Blanca Ochoa Fraile
264
The access to the panel is easy from the central part of the chamber, it only requires kneeling 
down to approach it. Visibility is low due to the proximity of the ledge and the faintness of the 
signs, nonetheless, from afar it could have been better than in proximity since the presence 
of the ledge would not conceal them. However, we cannot prove this since the preservation 
does not allow seeing it nowadays. Area of maximum visualization would be reduced to 
VTXDUHPHWHUVDQG LQDFURXFKLQJRUNQHHOLQJSRVLWLRQ WKDWZRXOGPHDQSHRSOHDW
most. The point of optimal visualization is reduced to the area below the ledge and around it 
meaning, four people crouching or kneeling (Fig.10.18). 
6.3. TOPOGRAPHIC UNIT 3
Located in a small space behind Panel 1 in the main chamber (topographic unit 2). To access 
WKHUHDUHYDULRXVSRVVLELOLWLHVWKHᚏUVWRQHLVWKURXJKWKHPDLQFKDPEHUHLWKHUWKURXJKWKH
SDVVDJHRQ WKH OHIWVLGHRISDQHORUEHORZ LW WKURXJK WKLVRQH LW LVQHFHVVDU\ WRNQHHO
down in order to surpass the ledge that constitutes the aforementioned panel. The other 
possibility is on the right side of panel 1 and barely a couple meters to one of the entrances 
to topographic unit 4, this access allows to enter in an upright position but shortly after it is 
necessary to duck down and kneel down to enter the small space where the depictions are 
positioned. 
The itinerary from the original entrance to the cave is 107 m long, meaning it can be considered 
long. As for the previous topographic units, it is a quite easy path that only requires stooping 
at some points. 
The space that constitutes the topographic unit is a small chamber created by the space 
between the wall and the ledge where panel 1 of topographic unit 2 and the wall of the 




m at most, making the space quite restricted. To “transit” through the space, it is necessary 
to kneel down or at least crouch. The two panels of this topographic unit are opposed to 
HDFKRWKHUHQWHULQJWKHXQLWEHORZWKHOHGJHRQWKHOHIWVLGHLVWKHᚏUVWRQHFRPSRVHGE\
two depictions and on the transition between the ceiling and the wall of the right side is the 
second panel composed only by an isolated depiction. 
No archaeological remains were found in this unit, and no touristic adaptation works took 
place in this part of the cave. Topographic unit 3 can be characterized as an open space 
since more than three people can be inside of it at the same time. However, it is much more 
restricted than the other two topographic units we already saw. The total area of the cave is 
10 square meters. 
Panel 1
Located on the left-side wall of the small chamber that constitutes the topographic unit. It 
LVSRVLWLRQHGDWDORZKHLJKWLQDYHUWLFDOSDQHOLQUHODWLRQWRWKHᚐRRU7KHYHUWLFDOGLVWDQFH
IURPWKHJUDSKLFXQLWVWRWKHᚐRRUUDQJHVEHWZHHQFPDQGFP7KHSDQHOFRPSULVHV
RQO\ WZRGHSLFWLRQVZLGHO\ MX[WDSRVHG7KH URFNVXUIDFH WKDW FRQVWLWXWHV WKHEDVHRI WKH
SDQHOLVJUH\OLPHVWRQHFDOFLᚏHGERWKEHIRUHDQGDIWHUWKHᚏJXUHVKDGEHHQGUDZQLWKDV
DURXJKVXUIDFHZKHUHWKHVHFDOFLᚏFDWLRQVIRUPHGEXWLWLVLQJHQHUDOVPRRWKKDUGDQGᚐDW
7KHᚐRRUEHORZ WKHSDQHO LV WKHVDPHDV LQ WKHSUHYLRXV WRSRJUDSKLFXQLWDᚐDWFDOFLᚏHG
layer of sediments that does not seem to have undergone many changes since the upper 
3DODHROLWKLF1RPRGLᚏFDWLRQVWRRNSODFHLQWKLVSDUWRIWKHFDYH
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7KHᚏUVWJUDSKLFXQLWLVDGHSLFWLRQRIDKRUVHLWZDVSODFHGULJKWEHVLGHWKHOHIWERUGHURIWKH
rock meaning the artist had only intended to draw the head, it is a very simplistic but at the 
VDPHWLPHLGHQWLᚏDEOHDQLPDOWUDFHGZLWKEDUHO\IRXUVWURNHVRIFKDUFRDOSHQFLO7RLWVULJKWD
spear shape sign, oblique, it was traced in a downward direction with the same technique as 
WKHKRUVHᚏJXUH7KHSRVLWLRQWKHDUWLVWKDGWRDFTXLUHWRGUDZWKHPZDVHLWKHUVLWWLQJGRZQ
RQWKHᚐRRURUFURXFKLQJGRZQGXHWRWKHKHLJKWERWKRIWKHGHSLFWLRQVDQGRIWKHFHLOLQJ
The access to this panel is the same as explained above for the topographic unit, it does 
QRWUHTXLUHDQ\RWKHUVSHFLᚏFPRYHPHQWV9LVLELOLW\ LVTXLWHJRRGRQFHHQWHUHGWKHVSDFH
it is also possible to see this panel from the access point going around the right side of the 
ledge but not from the main chamber or through the other possible access. Area of maximum 
visualization is 5,4 square meters, meaning up to seven people either crouching or sitting 
down could see the panel at the same time. On the other hand, point of optimal visualization 
is only around 3 square meters, the area before the depictions, and thus limited to two or 
three sitting or crouching (Fig.10.19). 
Panel 2
Located in front of the previous panel on a surface that it is in fact the ceiling in an oblique, 
VXEYHUWLFDOSRVLWLRQLQUHODWLRQZLWKWKHᚐRRU7KHYHUWLFDOGLVWDQFHIURPWKHVLQJOHJUDSKLF
XQLWWKDWFRPSRVHVWKHSDQHOWRWKHᚐRRULVFP7KHURFNVXUIDFHWKDWFRQVWLWXWHVWKDW
panel is grey limestone covered in some parts by a thin layer of calcite both primary and 
VHFRQGDU\WRWKHGUDZLQJRIWKHGHSLFWLRQ,WDOVRKDVVPDOOURXQGFDOFLᚏFDWLRQVLQEDQGV,W
LVKRZHYHUVPRRWKKDUGDQGᚐDW7KHᚐRRUEHORZWKHSDQHOKDVWKHVDPHFKDUDFWHULVWLFV
as the previous panel.
The only depiction that was drawn on this panel is a head –with the start both of the cervical 
line and the chest, of a deer– as the horse in the opposing panel it is a very simplistic but 
HDV\WRUHFRJQL]HᚏJXUH LWZDVWUDFHGZLWKRQO\HLJKWWUDFHVZLWKDFKDUFRDOSHQFLODQGD
single outline. The position the artist had to acquire was either crouching or kneeling down, 
WKHᚏJXUHZRXOGEH WRRKLJK IRU WKHDUWLVW WREHVLWWLQJGRZQEXW LWZRXOGDOVREH OLPLWHG
because of the height of the ceiling. The access is the same expressed in the topographic 
unit description. 
Visibility is limited due to the lack of space on this side of the small space that constitutes 
the topographic unit. Because of this fact area of maximum visualization and point of optimal 
YLHZDUHWKHVDPHVLQFHWKHᚏJXUHFDQEHVHHQRSWLPDOO\ LQ WKHZKROHVSDFHIURPZKHUH
it is visible. This space is about 3,5 square meters meaning up to three people sitting or 
crouching could see the panel (Fig.10.20). 
6.4. TOPOGRAPHIC UNIT 4
Located in a separate area from the main chamber, in an ensemble of galleries positioned 
MXVWEHKLQGWKHPDLQSDQHO,WKDVWZRSRVVLEOHDFFHVVHVWKHPRVWFRPIRUWDEOHRQHVLQFH
it can be passed through in an upright position is placed on the same wall as Panel 1 of 
Topographic Unit 2, going to the right there is a very narrow gallery with a keyhole shape. 
Only one person at a time can go through, sometimes even touching the walls due to the 
narrowness of the site, to reach a point where the gallery opens up slightly it is necessary 
to go through a couple of meters inwards. The second access is through topographic unit 3, 
ORFDWHGXQGHUWKHSDQHORIWRSRJUDSKLFXQLWWRWKHULJKWRIWKHᚏUVWSDQHOWKHUHLVDVPDOO
gallery, almost cathole-like, that requires crawling over the stomach for a couple of meters to 
enter the gallery that composes topographic unit 4. These accesses lead into opposing sides 




Figure 10.20. Panel 2. Location, general view and depiction (2.3)
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7KHLWLQHUDU\WRJHWWRWKHJDOOHU\IURPWKHRULJLQDOHQWUDQFHFDQEHFRQVLGHUHGORQJLWLV
m. The conditions to get to the unit are the same as for previous ones, walking upright in the 
main gallery, in some parts, ducking or stooping to avoid hitting the ceiling. Once reached 
the main gallery either go down the ledge where panel 1 is or go through the right side of the 
wall crossing through the narrow passage.
The gallery where the depictions are located varies in orientation several times. First, it is 
VRXWKWXUQLQJGHJUHHVDIWHUWKHDFFHVVIDFLQJHDVWDQGDIWHUWKHᚏUVWWZRSDQHOVLWWXUQV
DJDLQ LQD|DQJOH WRZDUGVDVRXWKGLUHFWLRQDQG OHDGLQJᚏQDOO\ WR WKHVHFRQGDFFHVV
7KHJDOOHU\LVTXLWHQDUURZEXWWDOOLWKDVPDWWKHZLGHVWSRLQWDQGEDUHO\FPDWWKH
narrowest, it is 6,8 m long, and the height of the ceiling is over 2,5 m in some parts. At the 
PLGGOHSDUWRIWKHJDOOHU\MXVWDIWHUWKHᚏUVWWXUQDQRWKHUJDOOHU\VWDUWVFRQQHFWLQJZLWKWKH
PDLQFKDPEHULWLVDOVRDQDUURZFRQGXFWHOHYDWHGLQKHLJKWLWUHTXLUHVFOLPELQJWRDFFHVVLW





place where the depiction is located. The fourth panel is the biggest one, it starts in the wall 
LQIURQWRIWKH|WXUQDQGSURORQJVWKURXJKWKHVDPHZDOODQGFHLOLQJIRUDFRXSOHRIPHWHUV
HYHQDIWHUWKHJDOOHU\WXUQVDJDLQ7KHᚏIWKDQGᚏQDOSDQHOLVRQWKHZDOODWDPHGLXPKHLJKW
separated from the previous one by the distance of the depictions, visually it is a prolongation 
of the previous panel.
No archaeological remains were found in this topographic unit, and no adaptation works took 
place. The topographic unit 4 can be characterized as an open space since it can hold more 
WKDQWKUHHSHRSOHDWRQFHEXWWKHVSDFHLVOLPLWHGLQVRPHRILWVSDUWVPDNLQJGLᚑFXOWIRU
more than three people inside. The total area is 6,1 square meters including both accesses. 
Panel 1
/RFDWHGRQWKHOHIWZDOOIURPWKHᚏUVWHQWUDQFHWRWKHWRSRJUDSKLFXQLWDWDYHU\ORZKHLJKW
7KHYHUWLFDOGLVWDQFH IURP WKHVLQJOHJUDSKLFXQLW WKDWFRPSRVHV WKHSDQHO WR WKHᚐRRU LV




7KH VLQJOHGHSLFWLRQ LV QRQᚏJXUDWLYH LW LV D OLQH IRUPLQJDQDUFK LQ D YHUWLFDO SRVLWLRQ LQ
UHODWLRQWRWKHᚐRRU7KHWHFKQLTXHXWLOL]HGWRWUDFHLWZDVDSHQFLORUDFKDUFRDOEXUQWWZLJ
its colour is nowadays greyish probably due to its position in a passing through place. The 
position the artist had to acquire to draw the representation is hard to approach. There are 
two possibilities, either crouching from quite a distant place (at the point where it is located, 
due to the lack of space, it is impossible to crouch down) and elongating the arm or leaning 
forward a lot in order to reach the place where the depiction was positioned. 
The access to this panel is quite easy since it is located in the access point to the topographic 
XQLW9LVLELOLW\LVYHU\ORZLWLVLPSRVVLEOHWRVHHLWIURPPRVWSRLQWVRIYLHZLQRUGHUWRZDWFK
it is necessary to crouch down once inside the gallery. Area of maximum visualization is 
restricted to 0,2 square meters and limited to a single person. Point of optimal visualization is 












making the sign also curved. From its lower right side, two convergent black lines come out. 
%HORZDQGVRPHFHQWLPHWUHVWRWKHULJKWLVWKHᚏJXUDWLYHGHSLFWLRQSRVVLEO\DFHUYLG
due to the antlers it has, though we cannot discard that it is a caprid and that they are, in fact, 
horns. Only the head and a small portion of a dorsal line were traced, it is in a vertical position 
LQUHODWLRQWRWKHᚐRRUZLWKWKHPRXWKSRLQWLQJXSZDUGV|%RWKGHSLFWLRQVDUHLQDGHᚏFLHQW
preservation state, probably due to the brushing of the visitors at some point. The technique 
utilized to draw both of them was a charcoal pencil and a single outline. The position the 
artist(s) acquired was upright or leaning forward slightly in the case of the second depiction. 
To access this panel it is necessary to walk forward inside the gallery for barely a meter from 
WKHSUHYLRXVSDQHO9LVLELOLW\RIWKHSDQHOUHTXLUHVSRVLWLRQLQJLQIURQWRIWKHSDQHOGXHWRLWV
location, it is impossible to see from the access point. Because of this maximum visualization 
area is limited to that side and counts around 1,8 square meters, meaning three people 
standing at most. Point of optimal visualization is immediately in front of it and limited to one 











create an oval shape, this shape reminds of a vulvar representation, but since it is unclear, 
we will still consider it as a sign. The technique utilized is digital traces over the soft clay with 
DPXOWLSOHRXWOLQHSRVVLEO\XVLQJVHYHUDOᚏQJHUVDWWKHVDPHWLPHWRFUHDWHERWKVLGHVRIWKH
depiction. The position the artist had to acquire requires for him/her to climb to a ledge and 
SRVVLEO\OD\GRZQRYHUZKDWFDQEHFRQVLGHUHGWKHᚐRRURIWKHJDOOHU\WRH[HFXWHWKHVLJQ
7KHDFFHVVWRWKLVSDQHOLVHDV\HYHQWKRXJKLWLVQHFHVVDU\WRFOLPELWFDQEHGRQHIROORZLQJ
the same path as for previous panels. Visibility is low due to its location on a quite high place 
and the technique used, which does not stand out on the rock surface. Area of maximum 
visualization is around 1,3 square meters, consisting of the part of the gallery where panels 
2 and part of 3 are located, which means three people at most. Point of optimal visualization 
would be the same of the artist, climbing, and thus, reduced to a single individual (0,2 square 
meters) (Fig.10.23). 
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Figure 10.21. Panel 1. Location, general view and depiction
)LJXUH3DQHO/RFDWLRQJHQHUDOYLHZDQGGHSLFWLRQV$%






second turn. It is placed at a medium height, the vertical distance from the graphic units to 
WKHᚐRRUUDQJHVIURPFPWRFP7KHSDQHOFRPSULVHVVL[JUDSKLFXQLWVERWKᚏJXUDWLYH
DQGQRQᚏJXUDWLYH7KH URFNVXUIDFH WKDWFRQVWLWXWHV WKHHQVHPEOH LVJUH\ OLPHVWRQHZLWK
some primary and secondary calcite formations. It is in general smooth and hard, in some 
parts it has a powdery covering that seems to be calcite. It is very sinuous due to the nature 
RIWKHSDQHO7KHᚐRRUEHORZLWLVᚐDWFRPSRVHGRIKDUGHQHGVHGLPHQWV1RPRGLᚏFDWLRQV
took place in this part of the cave. 




leaving the mouth open as in the previous one. Over one of its antlers, there is a sign, 
V-shaped (4.6). Also to the right, a third deer depiction (4.8.), in this case, complete but with 
very short antlers, possibly depicting a young male or a period shortly after the change of 
antlers, with the eye, very detailed in this case with the lacrimal and an open mouth. Beside 




the lines on the 4.10 sign, which are multiple outline. The position the artist had to acquire 
was in all cases, but for 4.10, upright, for 4.10 it was crouching, sitting or kneeling down. 
7KHDFFHVVWRWKLVSDQHORQO\UHTXLUHVJRLQJIRUZDUGLQVLGHWKHJDOOHU\9LVLELOLW\LVH[FHOOHQW
DOOWKHGHSLFWLRQVFDQEHVHHQIURPDFHQWUDOSRLQWDWWKHVDPHWLPHEXWDOVRWKHᚏUVWGHSLFWLRQ
of the panel (4.5) can be seen separately, without seeing the rest of the depictions, since 
WKH UHVW DUH ORFDWHG DIWHU WKH LQᚐHFWLRQ RI WKH JDOOHU\ $OVRZDONLQJ IRUZDUG LW LV SRVVLEOH
WR VHHRQO\ WKHVHFRQGSDUWRI WKHSDQHOZLWKRXW VHHLQJ WKHᚏUVWGHHU$UHDRIPD[LPXP
visualization is 3,4 square meters, meaning at most six people standing and watching some 
of the depictions but not all of them. All of the depictions can only be seen from the optimal 
point of view which is limited to 0,7 square meters and thus to a single person crouching, 
which is the best position to see them without much deformation (Fig.10.24). 
Panel 5
Located on the right wall of the gallery, almost in front of the previous depictions, and 
continuing the same decoration as they can be seen as an ensemble with the previous 
panel. They are positioned at a medium height in the cave wall, the vertical distance from 
WKHJUDSKLFXQLWV WR WKHᚐRRU UDQJHVEHWZHHQFPDQGFP7KHSDQHO FRPSULVHV
WZR ᚏJXUDWLYH JUDSKLF XQLWV 7KH URFN VXUIDFH LV JUH\ OLPHVWRQH FRYHUHG E\ SULPDU\ DQG
VHFRQGDU\FDOFLWHIRUPDWLRQVDVVRPHRIWKHᚏJXUHVRQWKHSUHYLRXVSDQHOWKHGHSLFWLRQV
are covered in a powdery substance, probably calcite. It is smooth, with some roughness 
ZKHUHWKHFDOFLWHKDVDSSHDUHGKDUGDQGFRQFDYH7KHᚐRRUEHORZWKHSDQHOLVᚐDWZLWKWKH
VDPHFKDUDFWHULVWLFVDVLQWKHUHVWRIWKHWRSRJUDSKLFXQLW1RPRGLᚏFDWLRQVWRRNSODFHLQWKLV
part of the cave. 
7KHᚏUVWGHSLFWLRQLVDGHHUYHU\VLPLODUWRWKHRQHVLQWKHSUHYLRXVSDQHOYHU\VLPSO\WUDFHG
with only the outline and one antler. The only parts where it is more elaborated are the rear 
OHJV YHU\VLPLODU WR WKHRQHVRI WKHᚏUVWGHHURI WKHSUHYLRXVSDQHO6HYHUDO FHQWLPHWUHV
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RYHULWDQGLQDQRSSRVLQJSRVLWLRQದWKHSUHYLRXVRQHLVORRNLQJWRZDUGVWKHULJKWWKLVᚏJXUH
is looking to the left– there is another deer. The last unit of the ensemble, also, very similar 
to the other ones: limited to the outline and the antlers, part of the dorsal line has either 
disappeared or never existed, and an open mouth. The technique utilized to draw both of 
them is simple outline with a charcoal pencil. The position the artist(s) had to acquire to draw 
them was varied on each of the depiction: the upper one was traced in an upright position, 
meanwhile the lower one had to be traced leaning forward. 
7KHDFFHVVWRWKHSDQHOLVHDV\LWRQO\UHTXLUHVDGYDQFLQJDPHWHUIURPWKHSUHYLRXVSDQHO
9LVLELOLW\ LV YHU\JRRG WKHᚏJXUHVDUH ORFDWHGDW WKHSRLQWZKHUH WKHJDOOHU\DOPRVWHQGV
and in a perpendicular position in relation to the potential observer. It can also be seen, as 
we mentioned above, as an ensemble with the rest of the depictions of the previous panel. 




it, at most. Point of optimal visualization is 0,6 square meters and thus, restricted to a single 
person also standing (Fig.10.25). 
6.5.TOPOGRAPHIC UNIT 5
Located on the right side of the main chamber of the cave, geologically it is part of it. Due 
WRLWVVHSDUDWLRQE\VHYHUDOFDOFLWHFROXPQVDQGWKHGLᚎHUHQWFRQᚏJXUDWLRQRIWKHᚐRRUWKH
ceiling and the shape of the panels, we decided to consider it another unit. The access to this 
topographic unit is quite easy from the main chamber of the cave since it is on its right side it 
FDQEHUHDFKHGZLWKRXWPXFKGLᚑFXOW\ZDONLQJWKHHLJKWPHWHUVWKDWVHSDUDWHWKHDFFHVVWR
topographic unit 2 and the one on topographic unit 5. The itinerary from the entrance is the 
same as for previous units: following the main path of the cave, transiting mostly in an upright 
position except in two points where it is necessary to stoop down. Once reached the main 
chamber, the topographic unit is located behind several columns that separate them. The 
access is easier through the farther end since, in the beginning, it has the same level as the 
main chamber. Entry through the gaps that the columns leave is also possible, but they have 
a much higher gradient making it slightly more challenging due to the humidity of the slope. 
7KHLWLQHUDU\WRUHDFKWKLVXQLWLVDERXWPORQJIURPWKHRULJLQDOHQWUDQFHWRWKHFDYH
the progression can be characterized as easy but long. 
The unit, as we mentioned above, is part of the main chamber but the columns separate it 
creating sort of a wide gallery in an upright direction. It is 4,5 m long with a maximum width of 
2,2 m. The height of the ceiling varies through the whole unit from about 2,5 m to less than a 
PHWHU7KHᚐRRURIWKLVXQLWLVFRPSRVHGE\DFDOFLWHᚐRZVWRQHIRUPDWLRQWKDWSURJUHVVLYHO\
goes up approaching the ceiling, which roughly stays in the same position. Limestone 
)LJXUH3DQHO/RFDWLRQJHQHUDOYLHZDQGGHSLFWLRQV$%
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RYHUKDQJV FUHDWHG E\ GLᚎHUHQWLDO GLVVROXWLRQ RI WKH OLPHVWRQH FRPSRVH WKH FHLOLQJ 7KH




at the end of this same overhang but located in the ceiling. The third panel is in a vertical 
SRVLWLRQRQWKHFDYHZDOOWKLVLVWKHRQO\RQHWKDWZDVWUDFHGRYHUQRQGHFDOFLᚏHGOLPHVWRQH
Next panels are positioned facing south in the next overhang, panel 4 and 5. Finally, panel 6 
is located on the other side of the same overhang, towards the cave wall (N) in a small niche 
created by the wall and the overhang. 
No archaeological remains were found in this topographic unit. Seemingly, no adaptation 
ZRUNVWRRNSODFHLQWKLVSDUWRIWKHFDYHQRQHWKHOHVVWKHIUDJLOHGHFDOFLᚏFDWLRQFOD\SDQHOV
where the depictions are located have been repeatedly touched leaving marks over them 
that have partially destroyed some of the depictions. 
Topographic unit 5 can be characterized as an open space since it can hold more than three 
SHRSOHDWWKHVDPHWLPHKRZHYHUWKHVSDFHLQRUGHUWRVHHSDQHOLVTXLWHUHVWULFWHG7KH
total area is around 12,2 square meters.
Panel 1
/RFDWHGLQWKHᚏUVWRYHUKDQJRQWKHFHLOLQJZKHUHWKHWRSRJUDSKLFXQLWLVSRVLWLRQHGWKHSDQHO
decoration is facing towards the south. The panel is several meters long, the vertical distance 
IURPWKHJUDSKLFXQLWVWRWKHᚐRRUUDQJHVIURPFPWRFP7KHSDQHOFRPSULVHVVHYHQ
JUDSKLFXQLWVERWKᚏJXUDWLYHDQGQRQᚏJXUDWLYH7KHURFNVXUIDFHLVGHFDOFLᚏHGOLPHVWRQHWKDW
creates a soft, yellow clay, which when it is lifted leaves a white surface creating a contrast 




SODFH RQ WKLV SDUW RI WKH JDOOHU\ QRQHWKHOHVV WKH GHSLFWLRQV KDYHEHHQ WRXFKHG UHFHQWO\
leaving a mark all along the bottom of the overhang. 
7KH ᚏUVW GHSLFWLRQ LV DQ LQGHWHUPLQDEOH TXDGUXSHG  OLPLWHG WR WKH UHDU TXDUWHUV LWV
LGHQWLᚏFDWLRQ LV GLᚑFXOW EHVLGH RQ WKH OHIW WKHUH LV D VLJQ  FRPSRVHGRI WZRDOPRVW
parallel lines forming a bent depiction crossed by another line in the middle part. Below the 
ᚏUVWᚏJXUHWKHUHLVDVHFRQGVLJQFRPSRVHGRIVHYHUDOOLQHVLQWHUFRQQHFWHGIRUPLQJD
ᚏVKOLNHVKDSH7RWKHULJKWRIWKHVHᚏJXUHVD<VKDSHGVLJQZDVWUDFHGDQGFHQWLPHWUHV
WR LWVULJKWDQGDW WKHVDPHOHYHO LV WKHVHFRQGᚏJXUDWLYHJUDSKLFXQLW WKHXSSHUKDOIRID
FDSULGFURVVHGE\WZRQRQᚏJXUDWLYHOLQHV%HORZWKHKHDGRIWKHFDSULGDQRWKHU
one was traced, in this case only the head and its cervical-dorsal line (1.8) and close to the 
ᚏQDOSDUWRIWKHGRUVDOOLQHDQHQVHPEOHRIGLJLWDOVWURNHV2YHULWWKHUHLVDKHDG
of an aurochs (1.11). Also to the right, there is another ensemble of depictions, started by 
three digital strokes (1.13), what looks like a cervical-dorsal line with several lines crossing 
ZHGHFLGHGWRFRQVLGHULWDQRQᚏJXUDWLYHGHSLFWLRQDQGᚏQDOO\DKHDGDQGKRUQVRI





would have had to lean forward. 
The access to this panel is the same as expressed above for the topographic unit. Visibility 
is good due to the contrast of the engraving over the yellow clay, creating sort of a “cameo 
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HᚎHFWರ7KHᚏUVWJUDSKLFXQLWVRI WKHSDQHO FDQEHVHHQ IURP WKHDFFHVVDUHD0D[LPXP
visualization area is around 3,8 square meters, meaning seven people at the same time 
could see parts of all the ensemble, positioned in line and along the panel. Point of optimal 
YLHZLVOLPLWHGWRSHRSOHWKDWFRXOGZLWKVRPHGLᚑFXOWLHVGXHWRWKHOHQJWKRIWKHSDQHO
see all the depictions at the same time positioned in the central area of it (0,8 square meters) 
(Fig.10.26). 
Panel 2
Located in the ceiling after the overhang where the previous panel is located ends. The 









better than in previous panels since probably visits did not reach this point due to the height 
of the ceiling. 
7KHHQVHPEOHLVORFDWHGLQWKHFHLOLQJMXVWDIWHUWKHHQGRIWKHRYHUKDQJLWLVWZRDVVHPEODJHV
RIFURVVLQJDQGSDUDOOHOOLQHVWKHᚏUVWRQHLVFRPSRVHGPDLQO\RIYHUWLFDOVWURNHV
the other by oblique lines. Also, between both of them, there is an area that was touched. 
7KHWHFKQLTXHXVHGZDVHQJUDYLQJZLWKWKHᚏQJHUVLQERWKFDVHV7KHSRVLWLRQWKHDUWLVWV
had to acquire was either leaning forward a lot or crouching and extending the arm to reach 
the ceiling. 
The access to this panel only requires walking up the slope below the previous panel and 
reaching the further end of the topographic unit. Visibility is very low due to its location in the 
FHLOLQJZKLFKDWWKLVSRLQWLVYHU\FORVHWRWKHᚐRRU0D[LPXPYLVXDOL]DWLRQDUHDLVDURXQG
VTXDUHPHWHUVPHDQLQJDWPRVWWZRSHRSOHRQO\RQHZRXOGKDYHWKHRSWLPDOSRLQWRIYLHZ
reduced to the immediate point below both (0,4 square meters) (Fig.10.27). 
Panel 3 
Located in the wall of the cave, approximately at the same point of the previous panel but in 




chamber and the columns that divide it from the topographic unit and another one below 
SDQHO1RPRGLᚏFDWLRQV WRRNSODFH LQ WKLVSDUWRI WKHFDYHDQG WKHFRQVHUYDWLRQRI WKH
panel is good even though the depiction has been washed out by water. 
The single depiction is part of a head and the horns of an aurochs with only one detail, the 
eye. Possibly the lower part of the head and the neck were not traced due to the presence of 
a line constituted by the rock surface. The technique used to trace it was charcoal pencil and 
a single outline. The position the artist had to acquire to draw the graphic unit was upright. 
The access to the panel is easy, similar to the one described in the previous panel description. 
9LVLELOLW\LVORZPHGLXPGXHWRWKHVL]HRIWKHᚏJXUHEXWEHFDXVHRILWVSRVLWLRQದIDFLQJWKH
main chamber–, it can be seen from it. Maximum visualization area is around 7,4 square 
meters including the slope which would be uncomfortable, taking this into account, it could 
be seen at most by 14 people, ten without the area of the slope. On the other hand, point 
of optimal visualization is limited to the area in front of it, and because of the slopes on both 
sides, it is only 0,5 square meters, meaning only one person could see it optimally (Fig.10.28). 
Panel 4 
Located on the same overhang where panel 1 is located on its opposing face and thus facing 
WRZDUGVWKHVRXWK7KHᚏJXUHVDUHSODFHGERWKLQDYHUWLFDOSRVLWLRQLQUHODWLRQZLWKWKHᚐRRU
and in a semi-vertical position in the intersection between panel 1 and panel 4. The vertical 
GLVWDQFH IURP WKHJUDSKLFXQLWV WR WKHᚐRRU UDQJHVEHWZHHQDQGFP7KHSDQHO
FRPSULVHVQLQHJUDSKLFXQLWVᚏJXUDWLYHDQGQRQᚏJXUDWLYH7KHURFNVXUIDFHLVGHFDOFLᚏHG
limestone turned into soft yellow-white clay, smooth, placed in a vertical and sub-vertical 
SRVLWLRQWKHYHUWLFDOSDUWKDVDVLQXRXVWHQGHQF\PHDQZKLOHWKHVXEYHUWLFDORQHLVPRVWO\
ᚐDW7KH ᚐRRU EHORZ WKHSDQHO LV VORSHG FRQVWLWXWHGE\ ᚐRZVWRQH1RPRGLᚏFDWLRQV WRRN
place in this part of the gallery. 
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Starting with the depictions positioned in the intersection with panel 1, both in a sub-vertical 
position, they are located in the middle of the overhang below depictions 1.5 to 1.7 and 
MX[WDSRVHGWR7KHᚏUVWRQHLVDVLJQPXFKOLNHDUDPLIRUPDOLQHZLWKVHYHUDO
RWKHU OLQHVFRPLQJRXWRI LWDWGLᚎHUHQWSRLQWVEXWDOORI WKHPIURPWKHVDPHVLGH LW
ZDVH[HFXWHGZLWKDᚏQJHURYHUWKHVRIWFOD\LQDVLQJOHRXWOLQH9HU\FORVHO\MX[WDSRVHGWRLW
WKHUHLVDᚏJXUDWLYHGHSLFWLRQSUREDEO\RIDKLQGEXWTXLWHXQGHᚏQHGLWZDVH[HFXWHGZLWKD
charcoal pencil over the soft clay leaving quite a deep line, in its central part some charcoal 
deposited leaving a small marking. To execute the depictions on this part of the panel the 
artist(s) would have had to be in a leaning forward position due to the sub-vertical orientation 
)LJXUH3DQHO/RFDWLRQJHQHUDOYLHZDQGGHSLFWLRQV$%
Figure 10.28. Panel 3. Location, general view and depiction
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of the panel. The rest of the depictions we are going to describe from the left to the right to the 
SDQHOPHDQLQJIURPWKHXSSHUVLGHWRWKHORZHURQH7KHᚏUVWGHSLFWLRQRIWKHYHUWLFDOSDUWLV
DQHQVHPEOHRIOLQHVPRUHVSHFLᚏFDOO\HLJKWOLQHVH[HFXWHGHQJUDYLQJZLWKWKHᚏQJHU
Thirty centimetres to the right and slightly above a cervidae, probably a chamois (4.23), was 
HQJUDYHGGLJLWDOO\EHORZDQGWRWKHULJKWDQRWKHUᚏJXUDWLYHGHSLFWLRQZDVHQJUDYHGWKHKHDG
of an aurochs (4.24) with some engraved ensembles of lines (4.25, 26). Finally, about 40 
cm from the mouth of the aurochs there is a last ensemble of lines: one a ramiform-shaped 
sign (4.28) and an ensemble of three digital lines probably executed in a single movement 
of the hand. The position the artist had to acquire to draw them was, probably, upright for all 
of them. 
The access is easy and very similar to the one described in previous panels. Visibility is 
good, the conservation of this panel is better than the previous one, possibly because the 
depictions are not positioned so close to the border of the panel where it was touched recently. 
Maximum visualization area is around 3,5 square meters meaning up to seven people could 
VHHWKHGHSLFWLRQVDWWKHVDPHWLPHRQWKHRWKHUKDQGWKHRSWLPDOYLVXDOL]DWLRQRIDOORIWKHP
at the same time is limited to a single person (0,5 square meters) (Fig.10.29). 
Panel 5
Positioned in another overhang, in the central part of the space where topographic unit 5 is 
located. It is opposed to the previous panel and extends for several metres with very intricate 
depictions. It is placed at a medium height, the vertical distance from the graphic units to 
WKHᚐRRUUDQJHVEHWZHHQFPDQGFP6HYHUDOᚏJXUDWLYHGHSLFWLRQVDQGVRPHQRQ
ᚏJXUDWLYHRQHV FRPSRVH WKHSDQHO 7KH URFN VXUIDFH LV GHFDOFLᚏHG OLPHVWRQH WXUQHG LQWR




The conservation of the panel is poor due to the proximity of the border of the overhang 
WRWKHREVHUYHUWKHZKROHORZHUSDUWKDVEHHQWRXFKHGFDXVLQJWKHFOD\WRWXUQZKLWHDQG
damaging the graphic units. 
6WDUWLQJIURPWKHOHIWDQGJRLQJWRWKHULJKWDQGLQDQXSZDUGGLUHFWLRQWKHᚏUVWGHSLFWLRQLV







only these parts were represented. Opposed and partially intersected to it, there is an aurochs 
KHDGLQVLGHWKHUHLVDEODFNVLQXRXVQRQᚏJXUDWLYHOLQHWUDFHGZLWKDFKDUFRDOSHQFLO
(6.36). Below both, a cervid or a bovid (5.34), probably the latter, but its horns/antlers shape 
does not allow being more precise. Over it and with the head opposing 35 a very similar 



















The position the artist had to acquire to engrave all of these graphic units was upright or 
OHDQLQJ IRUZDUGGHSHQGLQJRQ WKHKHLJKWRI WKHᚏJXUHRQ WKHURFNVXUIDFH$FFHVV WR WKLV
panel is the same as described above for the topographic unit. 
9LVLELOLW\LVTXLWHKLJKWKHGHSLFWLRQVFDQEHVHHQSDUWLDOO\IURPTXLWHDGLVWDQFHEHFDXVHRI
the orientation of the panel. Maximum visualization area is around 11 square meters meaning 
22 people could see some depictions, on the other hand, point of optimal visualization is in 




Located in sort of a niche created by the proximity of the last limestone overhang and the 
wall. The panel is positioned on the vertical surface that creates the overhang, thus to see 
it is necessary to crawl into the space left between the overhang and the wall. The vertical 
GLVWDQFHEHWZHHQWKHJUDSKLFXQLWVDQGWKHᚐRRUUDQJHVEHWZHHQFPDQGFP7KH
SDQHO LV FRPSRVHGRI WKUHHJUDSKLFXQLWV WZRᚏJXUDWLYHDQGRQHQRQᚏJXUDWLYH7KH URFN
VXUIDFHRIWKHHQVHPEOHLVGHFDOFLᚏHGOLPHVWRQHWXUQHGLQWRVRIWZKLWHFOD\LWLVFRQFDYHDQG
VPRRWK7KHᚐRRUEHORZWKHSDQHOLVDᚐRZVWRQHOHGJHWKDWGHYHORSVEHORZWKHRYHUKDQJ
creating a slope that starts on the wall and goes downward into the slope below the overhangs. 
1RQHWKHOHVVEHORZWKHSDQHOLWLVPRVWO\ᚐDW1RPRGLᚏFDWLRQVWRRNSODFHLQWKLVSDUWRIWKH
cave and the preservation of this panel is quite good, probably because it is not in the main 
path of this topographic unit. 
6WDUWLQJIURPWKHOHIWVLGHRIWKHSDQHOLVWKHᚏUVWᚏJXUHWKHKHDGQHFNDQGFHUYLFDOGRUVDO
line of an aurochs, its mouth is very particular with several lines that maybe create the snout 
DQGWKHPRXWKRIWKHDQLPDO7RWKHULJKWYHU\FORVHO\MX[WDSRVHGWKHUHLVDKLQGGHSLFWLRQ
LQWKLVFDVHWKHZKROHXSSHUSDUWRIWKHᚏJXUHZDVH[HFXWHGLWKDVDQRSHQPRXWK)LQDOO\
over the entire panel and seemingly over both depictions an intricate ensemble of lines was 




artist(s) had to acquire was sitting down or kneeling, the height of the ceiling would not have 
allowed another posture. 
Access requires crawling for a short period of time to avoid hitting the limestone overhang 
where the depictions are located, on the other hand it is also possible to reach the panel 
crouching or walking on the knees from the last part of the topographic unit. Visibility is 
restricted to immediately in front of the panel, due to its location it is impossible to see from 
the previous panel position. Because of this we are not considering a separate maximum 
area of visualization and a point of optimal view because both coincide, it is around 1,3 
square meters meaning at most two people sitting down or kneeling (Fig.10.31). 
&KURQRORJ\
7KHᚏUVWFKURQRORJLFDODWWULEXWLRQRI/DV&KLPHQHDVDSSHDUVLQERWKPRQRJUDSKLFZRUNVRI
the cave in 1963 and 74. As in many other of its works, González-Echegaray evaluated the 
chronology both from Breuil’s point of view and from the more “modern” Leroi-Gourhan system. 
7DNLQJ LQWRDFFRXQW WKH%UHXLO V\VWHP WKHHQJUDYLQJVZRXOGEHFODVVLᚏHGDV$XULJQDFLDQ
IRUWKHPRUHಯDQFLHQWರGUDZLQJVPRUHUHFHQWEXWVWLOO$XULJQDFLDQRU3HULJRUGLDQVHHPWKH
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OLQHDUPRUHಯSHUIHFWರGUDZLQJV%ODFNGUDZLQJVDUHDVVRFLDWHGZLWKGLJLWDOHQJUDYLQJVLQFH
the drawings are superimposed to the engravings, the conclusion González-Echegaray 
draws is that both would be synchronous and from the aurignaco-perigordian cycle. 
Following the Leroi-Gourhan system, Chimeneas could be dated in the style III, between 
WKH6ROXWUHDQ DQG WKH ORZHU0DJGDOHQLDQ([HFXWHG LQ D VLQJOHPRPHQW LW RᚎHUV VLPLODU
characters as other caves in France, such as Lascaux and Le Gabillou, where rectangular 
signs and the duality aurochs-horse are present. Finally, he relates it to the last phases of 
WKHORFDO6ROXWUHDQWDNLQJLQWRDFFRXQWWKHIDXQDUHSUHVHQWHGWKHFDYHDUWZRXOGKDYHEHHQ
H[HFXWHGGXULQJ WKH ಯ/DVFDX[ರ LQWHUVWDGLDOZKLFK FRLQFLGHVZLWK WKH ᚏQDOPRPHQWVRI WKH
Solutrean. 
In this particular case we cannot take into account the closing of the original entrance to the 
cave since it has not been studied from a chronological point of view. The cave was at least 
SDUWLDOO\FORVHGGRZQE\DFROODSVHRIWKHH[WHULRUKLOOVLGHLQDQXQNQRZQPRPHQWODWHURQ
DWKLFNᚐRZVWRQHDQGHYHQVRPHFROXPQVDQGVWDODJPLWHVVWDODFWLWHVFRYHUHGWKLVFROODSVH
It is possible, given the density of the calcite formations, that the cave was not completely 
closed down allowing the entrance through a hole, this could have possibly been the means 
of entry during the moment when the cave was decorated. If that were the case it would 
also explain the lack of any archaeological levels in a cave with a good habitability potential. 
However these hypotheses are yet to be proven, thus, we cannot consider the closing down 
of the cave as an argument for the chronological approach to the decoration of the cave. 
Some archaeological rests have been found inside the cave, however their location was 
only mentioned vaguely. As previously stated, an assemblage of artefacts and some faunal 
remains have been found in the main chamber of the cave. The relation to the depictions is 




analysis. No archaeological deposits or sediments have covered the depictions and only 
SRZGHU\DQGVPDOOFDOFLᚏFDWLRQVFRYHUVRPHRIWKHGHSLFWLRQV873DQHOVDQG1RQH
RIWKHPDUHVHHPLQJO\DGHTXDWHIRUGDWLQJDQGIXUWKHUPRUHWKHVHᚏJXUHVFRXOGEHHDVLO\
dated by C14 AMS. 
The represented fauna argument was previously stated by González-Echegaray who 
concluded that the fauna represented was classic of a warmer period than the one in Las 
Monedas. Combining that with the stylistic analysis he concludes that they could pertain 
to two periods: the “Paudorf” interstadial (27.000-23.000 bc) and the “Lascaux” interstadial 
(around 15.000 bc). This evaluation is, in our opinion, invalid as the fauna represented 
(caprids, cervids, bovids and horses) appears during all the Upper Palaeolithic not allowing 
a chronological approach. 
Absolute dating was applied to Las Chimeneas cave in the nineties of the past century (Tabla 
GDWDFLRQHV7KHLQLWLDOUHVXOWVVXUSULVHGWKHUHVHDUFKHUVEHFDXVHLWLQGLFDWHGWZRGLᚎHUHQW
periods of time when a synchronic result was expected. The authors of the article disagreed 
with the analysis of dates, C. González-Sainz considered the dates too recent and, thus, 
not reliable. On the other hand, the other three authors A. Moure, F. Bernaldo de Quirós, V. 
Cabrera agree on the chronological frame suggested by the dates (MOURE ET AL., 1996). 
Considering the calibrated results from the most recent scale (INTCAL13) the results do not 
overlap by 595 years: 18.633-17966 cal BP (UT4, Panel 4, Graphic Unit 8) and 17371-16447 
cal BP (UT2, Panel 2) positioning the deer on the middle Magdalenian and the signs in the 
lower Magdalenian. Following the results of C14 AMS there would be at least two phases 
considering only the black drawings assemblage: the quadrilateral signs would be older, 
between the lower and middle Magdalenian and the ensemble of deer of Topographic Unit 4 





stylistically, most of them have some, if not all, of these characteristics: (a) simple outline with 
modulated lines and (b) modulated anatomical connections, (c) the details are frequently 
DEVHQW QRQHWKHOHVV WKH ᚏJXUHV DUH HDVLO\ UHFRJQL]DEOH G YHU\ YDULHG UHSUHVHQWDWLRQ
IRUPDWV,QWKHQRQᚏJXUDWLYHHQVHPEOHWKHTXDGULODWHUDOVLJQVDUHWKHPRVWIUHTXHQWLQWKLV
FDYHUHSUHVHQWHGLQWKHWZRPDLQWHFKQLTXHVFKDUFRDOSHQFLODQGGLJLWDORYHUGHFDOFLᚏFDWLRQ
FOD\ WKH\DUHTXLWHVLPLODU WRHDFKRWKHUHYHQLI WKHUH LVTXLWHDYDULHW\RI IRUPVᚏOOHGLQ
empty, closed on the four sides, open...) there are very analogous in format. The ensemble 
is, in conclusion, quite homogenous, indicating that it was probably created in a short period 
of time that could be considered culturally synchronic. 




Canes, Hornos de la Peña) their chronology has not been thoroughly studied but they are 
thought to be, in most cases, from the whole upper Paleolithic without being possible to be 
more precise. Black quadrilateral signs also appear in Altamira, one of which was dated in 
the lower Magdalenian (sign 57a: GifA91185 15440±200 (MOURE ET AL., 1996)–19169-
FDO%3)LJXUDWLYHXQLWVHQJUDYHGE\GUDJJLQJDᚏQJHUDUHQRWYHU\ IUHTXHQW LQ WKH
Cantabrian area (Altamira, Erlaitz, Covaciella, Etxeberri, Tito Bustillo) but have always been 
associated with the Magdalenian, either lower or middle. Depictions with a similar style to 
WKHᚏJXUDWLYHHQVHPEOHRI/DV&KLPHQHDVDSSHDULQVRPHGHSLFWLRQVRI$OWDPLUD(O&DVWLOOR
(O5LQFµQ/D3DVLHJD8UGLDOHVDQGKDYHEHHQWUDGLWLRQDOO\OLQNHGZLWKWKHᚏUVWSKDVHVRI
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the Magdalenian. However, only one has been dated by C14 AMS, the hind of “La Hoya” 
(Altamira), in the lower Magdalenian. 
In conclusion, the technical and thematic diversity in the ensemble of Chimeneas make 
GLᚑFXOWWRHQVXUHDV\QFKURQ\RIDOOWKHGHSLFWLRQVLQWKHFDYHQRQHWKHOHVVWKHUHDUHOLQNV
EHWZHHQ WKHGLᚎHUHQWGHSLFWLRQV LQ WKHGLᚎHUHQW WHFKQLTXHVZKLFKPDNHXV WKLQN WKDW WKH
technique used is merely due to the shortcomings of the rock surface. The style of the 
GHSLFWLRQVDVZHOODV WKH&$06SRLQWV WRZDUGV WKHᚏUVWSKDVHVRI WKH0DJGDOHQLDQ
given the style of the depictions and the comparison with some other ensembles we are 
more inclined to ascribe it to the lower Magdalenian, nonetheless we cannot discard the fact 
that they could also be from the Middle Magdalenian.  
6XPPDU\
/DV&KLPHQHDVFDYHDUWLVGLVSHUVHGIURPWKHPLGGOHSDUWRIWKHFDYHWRLWVᚏQDOSDUWVLQ
WKHPDLQ LWLQHUDU\DQG LQ VHFRQGDU\JDOOHULHV LQ YHU\YLVLEOH VXUIDFHVEXWDOVR LQKLGGHQ
places. One of the most striking features of Chimeneas is that the signs are positioned in the 
PDLQSDWKLQTXLWHYLVLEOHSDQHOV0HDQZKLOHWKHᚏJXUDWLYHHQVHPEOHLVSODFHGLQVHFRQGDU\
DUHDVKLGGHQIURPSODLQVLJKWRWKHUDXWKRUVKDYHSUHYLRXVO\UHFRJQLVHGWKLVEHFDXVHLQIDFW
the contrary is more typical in Palaeolithic cave art. The natural light would not reach the 
GHSLFWLRQVDQGLWZRXOGEHQHFHVVDU\WRFDUU\DQDUWLᚏFLDOOLJKWWRWUDQVLWWKHFDYHDQGWRVHH
the decoration. Topographic unit 1 is 63,4 m from the entrance and the last topographic unit, 
5, 115,5 m, hence the itinerary can be considered short for topographic units 1 and 2 and 
long for 3, 4 and 5. The path is, however, easy to follow, being possible to transit in an upright 
position almost all of it except for two places where only stooping is necessary. Nonetheless, 
the access to two topographic units requires a special mention. To enter topographic unit 3 
there is a need to at least crouch or kneel down. Topographic unit 4 can be penetrated in an 
upright position through the main chamber, but it is also possible to access through a very 
restricted passage that starts inside of topographic unit 3, to go through it is needed to crawl.
7KH SDQHOV DUH ORFDWHG RQ WKHZDOOV LQ WKH FHLOLQJ DQG OLPHVWRQH RYHUKDQJV LQ GLᚎHUHQW
positions (vertical, sub-vertical and horizontal). The circulation (Fig. 10.39) to see all the 
panels of the various topographic units is through the original entrance and the main gallery, 
WR VHH WKH ᚏUVW WKUHH SDQHOV LW LV QHFHVVDU\ WR GHYLDWH VOLJKWO\ IURP WKH SDWK&RQWLQXLQJ
IRUZDUGWKURXJKWKHJDOOHU\LWLVSRVVLEOHWRVHHSDQHOVWRRIWRSRJUDSKLFXQLWSDQHO
on the other hand, is hidden from plain view and to observe it is mandatory to at least crouch 
GRZQMXVWEHIRUHWKHFKDPEHUVWDUWV:LWKDJRRGOLJKWLQJSDQHOLVYLVLEOHIURPWKHHQWU\
point to the chamber, to see the rest of the panels (2 to 4) is required to approach to the south 
side of the main chamber. To execute and acquire the optimal point of view for the panel 3 of 
WRSRJUDSKLFXQLWWZRLWLVQHFHVVDU\WRFOLPEWKHFDOFLᚏHGOHGJHEHORZLW7RHQWHUWRSRJUDSKLF
unit 3 through either of its entry points the observer has to crouch. For topographic unit 4, 
also in a secondary gallery, it is possible to go through the main gallery either crawling or 
walking through a narrow gallery, once inside it can all be transited upright, and the panels 
develop one after another. For topographic unit 5, the circulation is easy since they are 
somewhat integrated into the main chamber. Without a guide or knowing where the graphic 
units some of them could be overlooked by a bystander. 
,QWKHIROORZLQJDQDO\VLVDVZHSUHYLRXVO\H[SODLQHGLQWKHᚏHOGZRUNVHFWLRQZHKDYHQRW
taken into account simple (lines and stains) black tracks since their chronology is unknown, 
these are located in almost all the topographic units, sometimes beside the Palaeolithic 
panels, sometimes in other parts. 
,Q /DV &KLPHQHDV WKH SUHIHUUHG URFN W\SH LV GHFDOFLᚏFDWLRQ FOD\ XWLOL]HG LQ  FDVHV
(73%) followed by limestone in 24 cases (27%). The surface is yellow in 49 cases (55,1%) 
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IROORZHGE\JUH\Q DQGZKLWH Q DQGᚏQDOO\EURZQ LQRQO\ WKUHH
FDVHV5RFNVXUIDFHLVVLQXRXVLQPRVWFDVHVQ FORVHO\IROORZHGE\ᚐDW
Q FRQFDYH LQRI WKHFDVHV Q DQGᚏQDOO\FRQYH[DQGSRO\PRUSK
shapes (n=4, 4,5%). In general rock surface is disposed in a vertical manner (71 out of 89, 
HOHYHQGHSLFWLRQVDUHSRVLWLRQHGLQDVXEYHUWLFDOSDQHODQGᚏQDOO\RQO\LQ
DKRUL]RQWDOSRVLWLRQLQUHODWLRQWRWKHᚐRRU/DVWO\WKHURFNVXUIDFHLVPRVWO\VPRRWKRXW
of 89, 97,7%) with only two depictions over a coarse rock (2,2%). The rock is characterized 
E\WKHSUHVHQFHRIFUHYLFHVDQGKROHVLQYHU\UDUHFDVHVQ LQJHQHUDOLWLVDYHU\
compact rock that determines its smoothness (Fig. 10.32). 
7KHKHLJKWWRWKHᚐRRULVYHU\YDULDEOHUDQJLQJIURPFPWRFPLQRQHFDVHWKHKHLJKW
RIWKHGHSLFWLRQWRWKHᚐRRUZDVLPSRVVLEOHWRPHDVXUHGXHWRSUHVHUYDWLRQUHDVRQV7DNLQJ
these heights into account, we were able to determine the position the artist acquired to 
execute the depictions. The most common position used was upright with 69,7% of the cases 
(n=62) and with heights ranging between 130 cm and 250 cm, followed by a leaning forward 
position with 16,9% in a total of 15 cases with heights ranging between 100 cm and 130 cm. 
Finally, a sitting, crouching or kneeling down position with 12 cases out of 89 (13,5%) with 
heights ranging between 40 and 140 cm (Fig. 10.35). 
The most frequent theme are signs, considering the whole assemblage they are 32,6%. If we 
WDNHLQWRDFFRXQWWKHGLᚎHUHQWW\SHVWKHPRVWIUHTXHQWFDWHJRU\DUHWKHಯRWKHUರRQHPHDQLQJ
there is a variety of non-catalogued signs (n=8, 9%). This category is closely followed by 
quadrilateral signs (n=6, 6,7%), the other types present are angular forms, ramiforms, 
WHFWLIRUPVFUXFLIRUPVDQGLQGHWHUPLQDEOHLQRUGHURIDSSHDUDQFH$OVRLQWKHQRQᚏJXUDWLYH
DVVHPEODJHWKHOLQHVDQGOLQHHQVHPEOHVDUHTXLWHIUHTXHQWQ 7KHᚏJXUDWLYH
group is predominated by the cervidae (n=14, 15,7%), the deer was the most depicted 
(n=9, 10,1%) followed by a single depiction of hind and three indeterminable cervidae. The 
following more common species is the bovinae (n=11, 12,4%), composed mostly by aurochs 
DQGDQLQGHWHUPLQDEOHERYLG&DSULQDHDUHSUHVHQW LQVL[FDVHVᚏYHLEH[DQGRQH
Figure 10.32. Rock surface
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chamois. Lastly, the last determinable is the equidae with only two horse depictions (2,2%). 
There are also three indeterminable quadrupeds (3,4%). (Fig. 10.33). 
7KHWHFKQLTXHXWLOL]HGLVERWKGUDZLQJDQGHQJUDYLQJWKHGUDZLQJLVH[HFXWHGLQDOOFDVHV
with a charcoal pencil (n=26, 29,2%), mostly with simple outline (n=24, 27%) and only in 
two cases with multiple outline. Engraving was utilized in 63 cases (70,8%), in general by 
GUDJJLQJ D ᚏQJHU RYHU GHFDOFLᚏFDWLRQ FOD\ Q   EXW DOVR E\ LQFLVLRQZLWK VRPH
instrument (n=9, 10,1%). In one case a complementary method was utilized: a charcoal 
pencil over a soft surface which left an engraving with charcoal in the line. The engraved 
ensemble was mostly created by a simple outline (n=45, 50,6%) but also multiple outline 
(n=16, 18%) and hatched (n=1, 1,1%) were used. 
7KHUHSUHVHQWDWLRQIRUPDWLVPRVWO\LQGHWHUPLQDEOHGXHWRWKHKLJKIUHTXHQF\RIQRQᚏJXUDWLYH
JUDSKLFXQLWVQ 2QWKHᚏJXUDWLYHHQVHPEOHWKHPRVWIUHTXHQWLVWKHKHDGQ 
16,9%), most of the times with part of the neck and/or the cervical line. The upper part is 
the next in frequency, with 11 cases (12,4%) followed by complete depictions with only four 
FDVHVDQGᚏQDOO\WKHIURQWDOSDUWQ ORRVHSDUWVQ DQGWKHUHDU
(n=1, 1,1%) (Fig. 10.36). Regarding size the most frequent is medium (n=49, 55,1%) followed 
by small (n=34, 38,2%), there are only six big graphic units (6,7%) (Fig. 10.34). Regarding 
levelling and orientation of the graphic units, they are mostly indeterminable since it cannot 
EHDQDO\VHGLQWKHQRQᚏJXUDWLYHHQVHPEOH0RVWXVHGOHYHOOLQJLV|ZLWKFDVHV
 IROORZHGE\| DQG| DQGᚏQDOO\| 2ULHQWDWLRQ LVEDODQFHG
between left and right (n=15, 16,9% in both cases), one exterior and one interior (1,1%). 
9LVLELOLW\ LVPRVWO\PHGLXP Q   IROORZHGE\ ORZDQGKLJK Q  Q 
DQGᚏQDOO\DVLQJOHGHSLFWLRQಬVYLVLELOLW\ LV LQH[LVWHQW 5RFN LQFRUSRUDWLRQRU
IUDPHLVQRWYHU\VLJQLᚏFDQWLQWKLVFDYHURFNLQFRUSRUDWLRQDSSHDUVRQO\LQRQHFDVHZKHUH
part of a depiction was substituted (1,1%). Frame is similar, it only appears in six graphic 
units, in three cases the framing was partial and in other three it was total (3,4%) (Fig. 10.37).
7KHUHODWLRQVEHWZHHQWKHᚏJXUHVDUHYDULHGWKHGHSLFWLRQVRQSDQHOV,,,,,,,,
IV.1, IV.3, and V.3 are isolated, 
it does not seem to be a reason 
for this spatially since they appear 
in all of the topographic units. 
1DUURZ MX[WDSRVLWLRQ DSSHDUV LQ
panels II.2, II.4, IV.4, IV.5, V.1, V.2 
DQG 9 DQG ZLGH MX[WDSRVLWLRQ
only in I.3, I.5, II.1, III.1, and IV.2. 
Superimposition or interaction 
EHWZHHQᚏJXUHVRUVLJQVDSSHDUV
in panels I.2, I.6, V.5, and V.6. 
Isolated panels are most frequent 
followed by those related by close 
MX[WDSRVLWLRQ DQG FORVHO\ EHKLQG
WKRVHZKLFKᚏJXUHVDUHUHODWHGE\
Figure 10.36. Representation format
Figure 10.37. Rock incorcoporation and frame 




Comparing the position the artist acquired to execute the depictions and the visualization 
SRVLWLRQPRVWRIWKHGHSLFWLRQVH[HFXWHGLQDQXSULJKWSRVLWLRQFDQDOVREHVHHQLQDQXSULJKW
SRVLWLRQQ 7KLUWHHQGHSLFWLRQVRXWRIWKHᚏIWHHQH[HFXWHGOHDQLQJIRUZDUGFDQ
be seen in un upright position, the other two also have to be seen leaning forward. Out of 
the twelve graphic units executed either sitting, crouching or kneeling four can be seen in a 
leaning position, the other eight have to be seen in the same position they were executed 
(Fig. 10.38).
Regarding the maximum visualization area there are several types of spaces utilized ranging 
EHWZHHQ VTXDUHPHWHUVDQG VTXDUHPHWHUV DQG WKXV DGLᚎHUHQW DXGLHQFHDQG
QXPEHURIREVHUYHUVFRXOGEHH[SHFWHG IRUGLᚎHUHQWSDQHOV0RUH WKDQSHRSOHDW WKH
same time can see panels I.2, I.5, I.6, II.1, II.2, II.3 and V.5, these panels are very visible 
due to their position in the wall and the area around them. If we take into account the panels 
WKDWFDQEHVHHQE\PRUHWKDQSHRSOHDWWKHVDPHWLPH,,,9WKH\DUHPXFKOHVV
frequent and are positioned in more restricted or less visible points but all of them in the main 
itinerary. Finally, panels that can be watched by less than ten people are the most frequent 
I.1, I.3, III.1, III.2, IV.1, IV.2, IV.3, IV.4, IV.5, V.1, V.2, V.4, V.6, none of them in the chamber. 
Taking into account the point of optimal visualization space is much more restricted ranging 
from 25,6 square meters and 0,1 square meters, at most 51 people for panel II.1 and, on the 
other side, limited to a single person. Only two panels can be seen optimally by more than 
ten people, II.1 (51) and II.3 (14), both are positioned in the main chamber. Four panels can 
EHVHHQRSWLPDOO\E\PRUHWKDQᚏYHSHRSOH,,,,,DQGHLJKWE\OHVVWKDQᚏYHSHRSOH
I.2, I.4, I.7, II.4, III.2, V.1, V.5, V.6. Finally, only a single person can see optimally four panels: 
V.4, V.3, V.2, I.3.
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/RFDOL]DFLyQJHRJUi¿FD
La cueva de la Pasiega se localiza en la cara sur del Monte Castillo, situado en el Macizo 
del Dobra, en el municipio de Puente Viesgo, provincia de Cantabria. También conocida, a 
SULQFLSLRVGHVLJORSRUORVKDELWDQWHVGH+LMDVFRPRFXHYDGH9LOODQXHYD
El acceso actual a la cavidad se puede hacer subiendo por el Monte Castillo por la carretera 
DVIDOWDGD63RVLJXLHQGRDSLHHOUHFRUULGRGHODVHQGD356DPERVWLHQHQFRPR
RULJHQHOQ¼FOHRGH3XHQWH9LHVJR\FRPRGHVWLQRODH[SODQDGDVLWXDGDMXQWRDODJUDQERFD
de la cueva de El Castillo. Desde ese punto sale un camino que rodea la falda de la montaña 
y que termina en la cueva de Las Monedas. Las entradas de la cueva de La Pasiega se 
localizan a unos 300 m del inicio del camino mencionado. 
Actualmente se entra a la cueva de La Pasiega por dos entradas, la primera de ellas da 
acceso a las galerías A, B y D y la segunda a la galería C, las galerías mencionadas no 
tienen comunicación entre sí debido a la instalación de muros para evitar las corrientes de 
aire situados entre la galería D y C. Los accesos son antiguas entradas que habían quedado 
colapsadas en un momento indeterminado, la ausencia de restos arqueológicos parece 
indicar que no se trataba de las entradas originales (Fig.11.2). 
Sus bocas se orientan en dirección S-SO y sus coordenadas UTM son, según el Datum 89, 
Huso 30 X=421.727 Y=4.793.474 para la primera entrada y X=421.625 Y=4.793.399 para la 
segunda entrada, su altitud sobre el nivel del mar es de 190 m (Fig.11.1). 
'HVFULSFLyQGHODFDYLGDG
La cueva de La Pasiega es una surgencia fosilizada localizada en el Monte Castillo, según 
el Espeleo Club de Gràcia, tiene un recorrido real de 417,7 m y un desnivel de 17,7 m 
(ESPELEO CLUB DE GRÀCIA, 1982) (Fig.11.3). 
Geológicamente el Macizo del Dobra, en el área que nos concierne, está compuesto por las 
denominadas “calizas de montaña”, calizas recristalizadas gris-blanquecinas que datan del 
Carbonífero Superior “Namuriense” con una potencia de entre 300 y 500 m (IGME, 1979). 
Fig. 11.1. Localización de La Pasiega Fig. 11.2. Entrada del descubrimiento
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La Pasiega, como ya hemos mencionado, es actualmente una surgencia fosilizada que se 
HVWUXFWXUDVREUHXQDUHGGHIUDFWXUDV\VHGHVDUUROODVREUHXQSODQRGHHVWUDWLᚏFDFLµQ(VWDV
FDUDFWHU¯VWLFDVLQᚐXHQFLDQHQJUDQPHGLGDHOGHVDUUROORGHODFDYLGDGTXHDSHQDVSUHVHQWD
GHVQLYHO HQ VHQWLGR KRUL]RQWDO DGHP£V VH WUDWD GH XQD FXHYD FRQ SRFR GHVDUUROOR \ XQ
carácter laberíntico típico de las cavernas denominadas “de nivel freático”. 
En la actualidad cuenta con dos accesos que no se corresponden con aquellos que parece 
que estuvieron abiertos durante el Paleolítico superior. No obstante no se puede descartar, 
dadas las características de los mismos, que estos estuviesen abiertos durante algún 
momento. Los accesos paleolíticos sellados por procesos geológicos en algún momento 
durante el Holoceno, aunque el correspondiente a la galería B no se cerró del todo pues 
instalaron en el mismo un muro de cierre para evitar entradas clandestinas a la cueva, 
eso explicaría las erosiones en el soporte calcáreo. Además de los mencionados, hay otra 
entrada, la denominada “del descubrimiento” que tampoco parece haber estado abierta 
durante el Paleolítico superior.
Estos accesos acaban desembocando, con mayor o menor recorrido, en una larga galería 
que interconecta toda la cueva. Esta es la denominada galería D, antes considerada parte 
de la galería A y posteriormente se reservó este nombre para los últimos 20 m decorados 
de la galería. 
Debido al carácter laberíntico de la cueva y la abundancia de accesos a la misma, vamos a 
comenzar la descripción de la misma por la entrada número 1, antigua entrada paleolítica 
hoy cegada por un muro de cemento. Esta entrada, tras un pequeño porche, da a una sala 
de pequeñas dimensiones orientada en dirección N-S. Ésta se convierte en una galería que 
a los pocos metros gira hacia el E y se abre convirtiéndose en una sala de bastante altura, 
GLYLGLGDSRUEORTXHVFDOL]RVHOVXHORHVDUFLOORVRHQSDUWHGHODVDOD\HQODRWUDSDUWHHVW£
compuesto por gours hoy en día secos. De esta sala salen pequeños conductos de corto 




Volviendo a la sala en dirección E se convierte de nuevo en galería, esta vez con una 
orientación N-S y desembocando a los pocos metros en una sala de menores dimensiones 
que se estrecha volviéndose a convertir en galería. Ésta a los pocos metros desemboca en 
la galería principal de la cueva, la A, en dirección NE, y en la galería D, en dirección SO. 
La galería A es un conducto en origen amplio pero que se va estrechando progresivamente 
hasta que, aproximadamente a los 20 m de su inicio, gira hacia el W y se estrecha hasta que 
DORVPVHFLHUUDᚏQDOPHQWH
Volviendo a la unión de las galerías y continuando en dirección SO se abre un conducto 
GHWU£QVLWRI£FLOTXHDORVPVHHQVDQFKDOLJHUDPHQWHHQHVWHSXQWRHQGLUHFFLµQ6
se abre una galería antiguamente sellada y que en la actualidad es la entrada a éste área 
de la cueva. Continuando por la galería D en dirección SO se estrecha sensiblemente, a 
DPERVODGRVVXUJHQFRQGXFWRVGHFRUWRGHVDUUROORPGHVSX«VODJDOHU¯DVHHQVDQFKD
formando una especie de sala de la que nuevamente salen conductos de mayor entidad 
que, aun así, terminan a los pocos metros. Tras un pequeño estrechamiento se accede a 
RWUDVDODD«VWDHQWUDURQ2EHUPDLHU\:HUQHUWHQHOGHVFXEULPLHQWR7LHQHXQGHVDUUROOR
16\GHHOODVDOHQGHQXHYRFRQGXFWRVXQRGHHOORVHQHOH[WUHPR2GDDFFHVRDXQDVDOD
de pequeñas dimensiones con restos óseos en el suelo. En la zona central, actualmente 
gracias a unos escalones, se accede a una salita situada en un piso superior, en la que se 
WUD]DURQGLEXMRVSDOHRO¯WLFRV'HVGHODPLVPDDWUDY«VGHXQHVWUHFKRSDVRVHDFFHGHD
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Volviendo a la sala del descubrimiento, en su extremo NO se abre una galería orientada en 
dirección E-O, de amplias dimensiones. Ésta conectaba las galerías orientales de la galería 
D con la C, en el suelo se abren chimeneas bastante profundas, y de difícil franqueo, que 
suponemos desembocan en el piso inferior de la cueva. Actualmente el paso entre ambas 
está cerrado por un muro de cemento construido en los años 50. En este punto la galería 
se vuelve realmente laberíntica y peligrosa, al menos en uno de sus recorridos. Uno de 
ellos se abre hacia el S-O, se trata de una galería estrecha pero alta, el suelo de la misma 
HVW£FRPSXHVWRSRUVHQGDVFDVFDGDVHVWDODJP¯WLFDVTXHDOFDQ]DQXQSXQWRDOWRWUDV«VWH






originalmente es posible que se localizasen en la penumbra. En el lado O de la sala, tras un 
FRQMXQWRGHVDOLHQWHVFDOL]RVVHDEUHXQDSHTXH³DVDODFRQPXOWLWXGGHUHSUHVHQWDFLRQHV
que se convierte en un estrecho, pero alto, tubo que a los 4,7 m desemboca de nuevo en 
la galería principal. Volviendo a la sala principal ésta se estrecha formando una galería en 
VHQWLGRGHVFHQGHQWHDORVSRFRVPHWURVVHELIXUFDSRUXQODGR\WUDVXQSHTXH³RಯFDUUHIRXUರ
se abren tres galerías, una en sentido descendente en dirección norte y otra en dirección NO 
\VHQWLGRDVFHQGHQWH«VWDHVODJDOHU¯DTXHFRQHFWDFRQHOUHVWRGHJDOHU¯DVHQ/D3DVLHJD
pero actualmente está bloqueada por un muro de cemento. Finalmente, sobreelevado, se 
DEUHXQSHTXH³RSDVDMHHQGLUHFFLµQ6TXHTXHGDRFXOWRWUDVODVDODSULQFLSDO
Continuando por la galería principal unos metros llegamos a un punto en la que gira 
EUXVFDPHQWH|HQGLUHFFLµQ2(QHVWHSXQWR\HQGLUHFFLµQ(VHDEUHRWUDJDOHU¯DTXHWUDV
superar una zona de columnas estalagmíticas, constituye el punto de acceso a una galería 




otro punto de acceso al resto de galerías de la cueva.
&RQWLQXDQGRSRU ODJDOHU¯DSULQFLSDOHQHOSXQWRHQHOTXHJLUD|VHDEUHXQSDVDGL]R





El descubrimiento de La Pasiega se produce de forma casual. Eloy Gutiérrez, uno de los 
REUHURVTXHWUDEDMDEDHQODVH[FDYDFLRQHVTXHVHHVWDEDQOOHYDQGRDFDERHQ(O&DVWLOOR
informa a Obermaier de la existencia de una entrada muy estrecha y difícil de localizar en 
el lado S del Monte Castillo. El día 23 de mayo de 1911, ante la imposibilidad de continuar 
las excavaciones debido a que fuertes lluvias habían inundado el vestíbulo de El Castillo, 
H. Obermaier y P. Wernert van hasta la entrada y penetran por la misma, descubriendo las 
pinturas de la galería A. Algunos días después vuelven con H. Alcalde del Río, que descubre 
ODVJUDI¯DVGHODJDOHU¯D%\WUDVVXSHUDUODVGLᚏFXOWDGHVWRSRJU£ᚏFDVSHQHWUDQHQODJDOHU¯D
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C descubriendo sus pinturas [carta Obermaier a Breuil publicadas en Cabrera 1984 p.65]. 
Carballo (1921: 140) apunta que Alcalde del Río conocía la existencia de La Pasiega pero 
estaba esperando a que los investigadores franceses abandonasen las investigaciones en 
Monte Castillo para hacer el estudio él mismo. 
La cueva era conocida en el pueblo como Villa Nueva, el nombre de La Pasiega por lo tanto 
debe de ser idea de alguno de los descubridores o investigadores de La Pasiega.
Algunas semanas después Breuil, Obermaier y Alcalde del Río comienzan el estudio de la 
FXHYD%UHXLOVHHQFDUJDGHOHVWXGLRGHODVᚏJXUDV2EHUPDLHUGHODVIRWRJUDI¯DV\$OFDOGH
del Río de la topografía (BREUIL, OBERMAIER, y ALCALDE DEL RÍO, 1913, p. 1). En la 
DJHQGDGH+%UHXLO,Q«GLWR%LEOLRWKHTXH&HQWUDOH01+13DULVᚏJXUDHOHVWXGLRGHODFXHYD
HQWUHHO\HOGHMXOLRGHPLHQWUDVTXHHQVXDXWRELRJUDI¯DDSHQDVVHQRPEUDHO
descubrimiento y la localización de la caverna. 
/DSULPHUDSXEOLFDFLµQHQHVXQDSHTXH³DQRWDGHOGHVFXEULPLHQWR\GHORVWUDEDMRV
que se están llevando a cabo (BREUIL y OBERMAIER, 1912).  
En 1913 se publica, a cargo del IPH y la Fundación Alberto I de Mónaco, la monografía 
FRUUHVSRQGLHQWH D OD FXHYD GH /D 3DVLHJD HQ OD TXH VH UHJLVWUDURQ  ᚏJXUDV \ 
grabados de las que se publicaron una descripción con su localización, numerosas planchas 
y fotografías. También se publicó un ensayo sobre la cronología de las mismas (BREUIL et 
al., 1913).
Hasta la fecha éste es el único tratado completo sobre las representaciones de la cueva de 
La Pasiega, el resto de publicaciones son nuevos descubrimientos que se añaden a los de 
Breuil, Obermaier y Alcalde del Río. 
7UDVHOGHVFXEULPLHQWR\FRQODLQWHQFLµQGHSURWHJHUODFXHYDVHLQVWDODXQDYHUMDHQOD
entrada del descubrimiento y se construye un muro en la entrada de la Galería B (sala VI) 
GHELGRDTXH WRGDY¯DDXQTXHFRQJUDQGLᚏFXOWDGVHSRG¯DSHQHWUDUSRUHOODHQ WLHPSRV
modernos. 
+DVWD ORV D³RV  KD\ XQ HQRUPH YDF¯R KLVWRULRJU£ᚏFR SUREDEOHPHQWH GHELGR D ODV
GLᚏFXOWDGHVSRUDFFHGHUDODFXHYD\DH[SUHVDGDVSRUORVGHVFXEULGRUHVHQODPRQRJUDI¯D
ಯ3RXUDFF«GHUVDQVWURSGHPDOMXVTXಬ¢HX[LOYDXWPLHX[ODLVVHUODURXWHGH%XUJRVDXSHWLW
mHUPLWWD}VLFDYDQWGHIUDQFKLU OHUXLVVHDXGH+LMDVSUHQGUH O¢XQVHQWLHUTXLUHMRLQW OH
pied de l’escarpement, puis le laisser et monter en lacets par des pistes de chèvres assez 
PDO WUDF«HV SUHVTXH MXVTXಬ¢ OD KDXWHXU GHV ᚏJXLHUV>@ರ %5(8,/ HW DO  S  \
reiteradas en la primera publicación de la cueva de Las Monedas que menciona que la 
FXHYDಯSHUPDQHFLµSU£FWLFDPHQWHLQDFFHVLEOHDWRGDSHUVRQDQRGRWDGDGHEDVWDQWHDᚏFLµQ
\QRSRFDVIDFXOWDGHVSDUDODSU£FWLFDGHOHMHUFLFLRPRQWD³HURರ$11,02S
En los años 50, a cargo del Patronato de Cuevas Prehistóricas de la Provincia de Santander, 
comienzan las obras de habilitación de las cuevas de Monte Castillo que llevan al posterior 
descubrimiento de las cuevas de La Flecha (1951), Las Monedas (1952), Las Chimeneas 
(1953) y otras que carecen de interés arqueológico. En esta época, algunos investigadores, 
con los aportes de los guías de la cueva de El Castillo, inician una nueva prospección de 
las paredes de la caverna, lo que provoca una nueva serie de publicaciones, siempre con 
un carácter parcial.
Entre los años 1945 y 1964 se efectúan las obras de habilitación de la cueva. Las fuentes 
documentales con las que contamos para conocer las obras son: un artículo sobre las 
actuaciones del Patronato, publicado por Ripoll (1952), la primera publicación de la 
cueva de Las Monedas (ANÓNIMO, 1953), algunas referencias aisladas en los artículos 
publicados durante los años 50 y 60, y fundamentalmente, las Actas del Patronato de 
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Cuevas Prehistóricas de la Provincia de Santander cuyo contenido conocemos a través 
de la publicación de García-Diez, Garrido y Ceballos (2010). Asimismo, contamos con 
LQIRUPDFLµQJU£ᚏFDದDXQTXHEDVWDQWHOLPLWDGDSDUDHOFDVRGH/D3DVLHJDದSURYHQLHQWHGH
fotografías tomadas durante los años 50, actualmente conservadas en el Centro de Estudios 
Montañeses. Debido al interés que tiene para la reconstrucción del espacio en la cueva, 
detallaremos en qué consistieron las obras mencionadas (Fig. 11.4). 
En Febrero de 1945 el Patronato se empieza a plantear la necesidad de iniciar proyectos 
SDUDKDELOLWDU ODVFXHYDVGHO0RQWH&DVWLOORSDUDYLVLWDV WXU¯VWLFDVGHVFDUJDUDᚐXHQFLDGH
visitantes de la cueva de Altamira y ampliar la oferta de arte prehistórico en Cantabria. Dieron 
comienzo las obras de construcción de un acceso más sencillo hasta la cueva de El Castillo. 
En marzo de 1950 en el Patronato de Cuevas Prehistóricas de la Provincia de Santander 
se destaca la necesidad de dotarlas de una instalación eléctrica, pues hasta entonces la 
visita se hacía con carburos. Además en ambas cuevas se mantenía la orografía original 
del momento del descubrimiento y su tránsito era complicado durante las visitas turísticas, 
llegando en el caso de La Pasiega a tener que reptar en algunas zonas durante la visita. 
(OGHMXQLRGHHO3DWURQDWRGHFLGHODDPSOLDFLµQGHOFDPLQRGHDFFHVRDODFXHYD
de El Castillo hasta la entrada de la cueva de La Pasiega, cuyo acceso por la vertiente 
sur del Monte era complicada. En Octubre el camino entre las cuevas estaba terminado y 
VHSODQWHDHQWRQFHVHODFRQGLFLRQDPLHQWR LQWHULRUGH ODFDYLGDG(Q MXOLRGH*DUF¯D
Lorenzo, ingeniero de caminos de la Diputación de Santander, indica la necesidad de abrir 
una nueva entrada dada la estrechez de la del descubrimiento. Carballo propone entonces 
cerrar con un muro la entrada del descubrimiento para evitar la entrada de aire y construir 
una nueva con cámara intermedia y dos puertas de seguridad para evitar las corrientes de 
DLUHTXHPRGLᚏFDVHQODWHPSHUDWXUDLQWHULRUGHODFXHYD)LQDOPHQWHHO3DWURQDWRSODQLᚏFµ
GRVHQWUDGDVDUWLᚏFLDOHVXQDHQOD*DOHU¯D%TXHGDU¯DDFFHVRD«VWD\DOD*DOHU¯D$\RWUD
Fig. 11.4. Entradas a la cueva de La Pasiega:  A) 1913 (Breuil et al., 1913), B) 1954 (González-Echegaray y Ripoll, 1954), 
C) 1964 (González-Echegaray, 1964) y D) actualmente (Balbín-Behrmann y González-Sainz, 1993)
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en la Galería C. Estas entradas se abrieron en las salas denominadas VI (Galería B) y XI 







desconoce en muchas áreas de la cueva el alcance que tuvieron.  Finalizadas estas obras, 
se abre a visitas turísticas aunque, por el momento, carecía de luz eléctrica y las visitas se 
hacían con carburos. 
El descubrimiento de la cueva de Las Monedas en 1952 y la divulgación de las cuevas 
prehistóricas del Monte Castillo en distintos medios hacen que las visitas sean más 
numerosas y el Patronato, dada la delicadeza y el pequeño tamaño de algunas de las salas 
y galerías de La Pasiega, cambia el régimen de visitas limitando la entrada a partir del 13 de 
RFWXEUHGHDಯJHQWHGRFWDರ\EDMRODH[FOXVLYDFRQFHVLµQGHO3DWURQDWR(QQRYLHPEUH
del mismo año el Patronato vuelve a mencionar la necesidad de instalar luz eléctrica en la 
cueva de La Pasiega y a comienzos de 1953 dan comienzo las obras. 
En algún momento entre 1954 y 1964, carecemos de datos más precisos al respecto, se 
cierran las entradas abiertas durante el año 1951, debido al deterioro que había aparecido 
HQDOJXQDV UHSUHVHQWDFLRQHVSRU ODVPRGLᚏFDFLRQHVHQHOVLVWHPDFOLP£WLFRGH ODFXHYD
'HVFRQRFHPRVHOD³RH[DFWRHQHOTXHVHSURGXMRHVWHFDPELROD¼QLFDUHIHUHQFLDFRQOD
TXHFRQWDPRVVRQORVSODQRVWRSRJU£ᚏFRVGHVHQGRVDUW¯FXORVGH*RQ]£OH](FKHJDUD\\
Ripoll (1954), que marca las entradas en las salas VI y XI, y el de González Echegaray (1964) 





abierta, permitiendo el intercambio de aire, dado que si se cierra aumenta sensiblemente la 
humedad sobre las paredes de la cueva (Fig. 11.6). 
Como consecuencia de las obras se producen nuevos descubrimientos en la cueva, a 
veces llevados a cabo por Felipe Puente, guía de las cuevas de Monte Castillo durante 
YDULDV G«FDGDV D YHFHV SRU*DUF¯D /RUHQ]R (VWRV QXHYRV GHVFXEULPLHQWRV VRQ REMHWR
GHSXEOLFDFLRQHVHQWUH\TXHVHOLPLWDQD ODSXEOLFDFLµQGHODVQXHYDVᚏJXUDV
localizadas. 
La primera de estas publicaciones data de 1952 Carballo publica una nota poniendo en 
duda la cronología auriñaciense que habían propuesto en 1913 basándose en los restos 
arqueológicos recuperados en las excavaciones que eran, según Carballo, magdalenienses 
y solutrenses. Además propone que las entradas en las que se localizan los restos líticos 
WXYLHURQTXHVHUFHUUDGDVSRUORVSUHKLVWµULFRVಯFRQHOᚏQGHDLVODUHVWHDQWUR\GHGLFDUORD
templo en el cual hacer las pinturas para sus invocaciones mágicas” (CARBALLO, 1952, p. 
78), lo que le lleva a proponer una cronología post-magdaleniense para las mismas. 
En 1954 González Echegaray y Ripoll publican el estudio de los materiales arqueológicos 
REWHQLGRVGXUDQWH ODDSHUWXUDGH ODVQXHYDVHQWUDGDV(VWRVWUDEDMRVHVWXYLHURQGLULJLGRV
por García Lorenzo y Carballo en noviembre de 1951. Tras el estudio diferencian tres 
HVWUDWRVDUTXHROµJLFRVDWUDY«VGHODFODVLᚏFDFLµQGHORVPDWHULDOHVXQRPXVWHURLGHXQR
Solutrense y un último Magdaleniense. Asimismo publican nuevos descubrimientos de arte 
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parietal, algunos de García Lorenzo y otros de los autores del artículo, en la actual galería D 
(GONZÁLEZ-ECHEGARAY y RIPOLL, 1954).
En 1956 Ripoll publica en las Actas del IV Congreso Internacional de Ciencias Prehistóricas 
\3URWRKLVWµULFDVGH0DGULGQXHYDVᚏJXUDVUXSHVWUHVHQODFDYLGDG5,32//
En 1964 González Echegaray y Moure publican, hasta la fecha, el artículo con mayor 
número de descubrimientos tras la monografía de 1913. Los hallazgos son consecuencia de 
la prospección de García Lorenzo y de Felipe Puente que comunican a los investigadores 
ORVKDOOD]JRV/DVᚏJXUDVGHVFXELHUWDVVHORFDOL]DQHQYDULDV]RQDVGHODFDYLGDG\HVHQ
HVWHDUW¯FXORHQHOTXHSRUSULPHUDYH]VHSXEOLFDHOFRQMXQWRGHUHSUHVHQWDFLRQHVGHODVDOD
a la que se accede ascendiendo por una concrección estalagmítica localizada en la sala 
SULQFLSDOGHOD*DOHU¯D%$GHP£VVHLQFOX\HQQXHYDVᚏJXUDVHQODJDOHU¯DTXHFRPXQLFD
las zonas B y A y una representación aislada en un divertículo de la galería A, tomando la 
dirección izquierda desde la nueva entrada. En la galería C también mencionan nuevos 
GHVFXEULPLHQWRVXQDᚏJXUDTXHDOFHUUDU ODSXHUWDDELHUWDHQHQ ODVDOD;,YROYLµ
a aparecer al restituirse el microclima de la cueva, unos grabados en una nueva galería a 
gran altura y representaciones en la galería que comunica la zona C con la A (GONZÁLEZ-
ECHEGARAY, 1964). 
El Abbé Glory, en las actas del décimo séptimo congreso Prehistórico de Francia publicadas 
HQSUHVHQWDXQDᚏJXUDGHS£MDURGHVFXELHUWDGXUDQWHXQDFDPSD³DGHSURVSHFFLµQ




(Q  *RQ]£OH] (FKHJDUD\ \ 0RXUH SUHVHQWDQ XQ QXHYR FRQMXQWR FRPSXHVWR
fundamentalmente por grabados, localizados en las galerías A y B, descubiertos, una vez 
más, por Felipe Puente (GONZÁLEZ-ECHEGARAY y MOURE, 1971). 
/DVLJXLHQWHSXEOLFDFLµQQRVHSURGXFHKDVWDFRPRUHVXOWDGRGHXQRVWUDEDMRVHQOD
FXHYDGH/D3DVLHJDSDUDODHMHFXFLµQGHODWHVLVGH0-&DUD\RQ6HWUDWDVLPSOHPHQWHGH
una nota de descubrimiento de un caballo grabado localizado frente a la zona denominada 
del “trono” en la Galería C (CARAYON, 1985). 
Entre 1982 y 1989 C. González Sainz y Balbín Behrmann comienzan un nuevo estudio 
PRQRJU£ᚏFR GH OD FDYHUQD SURVSHFWDQGR GHWDOODGDPHQWH ORV VRSRUWHV \ ORFDOL]DQGR
QXPHURVDVᚏJXUDFLRQHVVLJQRV\ WUD]RVTXHVHGHVFRQRF¯DQFRQDQWHULRULGDGದVHJ¼QXQ
UHFXHQWRHIHFWXDGRSRUHOORVPLVPRVGHᚏJXUDVUHFRQRFLEOHVTXHKDQFDWDORJDGR
todavía eran inéditas, a las que además se le pueden sumar 339 evidencias con un carácter 
diferente: restos de colorante, trazos grabados, trazos de origen animal y recientes...(BALBÍN-
BERMANN y GONZÁLEZ-SAINZ, 1995, p. 297)–. Estos hallazgos, por el momento, no 
KDQVLGRREMHWRGHXQDSXEOLFDFLµQPRQRJU£ᚏFDQLFDPHQWHFRQWDPRVFRQSXEOLFDFLRQHV
SDUFLDOHVXQDGHFRQMXQWRGHHQODTXHSRU£UHDVVHHIHFW¼DXQSHTXH³RUHVXPHQ
de lo más destacado y se publica un “recuento” de evidencias parietales. Las siguientes 
publicaciones, fechadas en 1994, 1995 y 1996 se centran en un área concreta de la cueva, 
en la que publican todas las evidencias encontradas, la primera (BALBÍN-BERMANN y 
GONZÁLEZ-SAINZ, 1994) se centra en el área denominada D.2 localizada en el punto de 
la galería al que se accede por la nueva entrada. Las dos siguientes (BALBÍN-BERMANN y 
*21=/(=6$,1=VHFHQWUDQHQGRVXQLGDGHVWRSRJU£ᚏFDVORFDOL]DGDVHQ
la galería B (B.7 y B.8) tras una cascada estalagmítica, áreas de difícil acceso (Fig. 11.5). 
'XUDQWHODHMHFXFLµQGHHVWHJUDQSUR\HFWRGLULJLGRSRU*RQ]£OH]6DLQ]\%DOE¯Q%HKUPDQQ
C. de las Heras llevó a cabo para su Memoria de Licenciatura un estudio de la estructuración 
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)LJ'HᚏQLFLµQGHODV£UHDVWRSRJU£ᚏFDVGH/D3DVLHJDHQWUDGDVSDOHRO¯WLFDV\HQWUDGDVDFWXDOHVPRGLᚏFDGRGH




del espacio artístico de la Galería A de La Pasiega D, del mismo se publicó un artículo en 
1994 (HERAS, 1994). 
En 1996 R. González García la incluye dentro de su tesis doctoral. Sin embargo, no 
SURVSHFWDODFDYLGDGVHOLPLWDDODORFDOL]DFLµQ\GHVFULSFLµQGHODVᚏJXUDVGHODPRQRJUDI¯D
para incluirlas dentro de su estudio. Este mismo autor ya había publicado en varias revistas 
FLHQW¯ᚏFDVHQ\FRQFDU£FWHUSUHOLPLQDUXQDUW¯FXORVREUHODRUJDQL]DFLµQGHODV
cuevas de Monte Castillo (GONZÁLEZ-GARCÍA, 1987, 1990). 
R. Castillón publica en 1997 la reinterpretación de un ave que había descubierto ya en 1980. 
(ODUW¯FXORVHOLPLWDDODSUHVHQWDFLµQGHODᚏJXUD\VXORFDOL]DFLµQGHQWURGHOGLVSRVLWLYRGH
la Galería B unos 5 m antes de la intersección con la galería A y D, no se hace ninguna otra 
PHQFLµQDOUHVWRGHOFRQMXQWRSLFWµULFR
González Sainz (1999) publica un estudio de los Megáceros en la Cornisa Cantábrica, 
comparando las representaciones de La Garma con el megáceros de La Pasiega del que 
publica una descripción detallada y un calco de la representación, localizada en la Galería 
B, a pocos metros de la entrada original (GONZÁLEZ-SAINZ, 1999). 
(QHOPDUFRGHODWHVLVGRFWRUDOGH'*DUDWHTXHOOHYDDFDERXQHVWXGLRGHODVᚏJXUDV
premagdalenienses de la Cornisa Cantábrica, se incluye la cueva de La Pasiega y publica 
DOJXQDVᚏJXUDVLQ«GLWDVKDVWDHOPRPHQWR*$5$7(
Finalmente en 2010, Groenen y Martens publican un ensayo del método de atribución 
(autoría) en las pinturas de galería A de la cueva de La Pasiega (GROENEN y MARTENS, 
2010).
5HVWRVDUTXHROyJLFRVORFDOL]DGRVHQODFDYLGDG
Las primeras noticias de la posible existencia de un yacimiento provienen de la monografía 
SXEOLFDGD HQ  (Q OD GHVFULSFLµQ WRSRJU£ᚏFD GH OD FXHYD \ HQ GRV S£UUDIRV XQR
correspondiente a la Galería B y otro a la galería C, se hace referencia a la presencia de restos 
faunísticos: respectivamente “[...] on remarque également sur le sol quelques ossements 
cassés de Cerf et de Cheval, vestiges d’une occupation paléolithique” (BREUIL et al., 1913, 
p. 4) y “[...] le sol de cette salle laisse apercevoir quelques reliefs de cuisine paléolithique, 
principalement des ossements de cerf et de cheval. Quelques débris d’ossements d’ours 
indiquent aussi que cette partie de la grotte a servi de refuge à ces plantigrades” (BREUIL 
et al., 1913, p. 5).
Desconocemos si llevaron a cabo alguna cata puesto que no se menciona en la publicación. 
1R REVWDQWH &DUEDOOR LQGLFD TXH HQ  WRGDY¯D VH YH¯DQ ORV DJXMHURV SUDFWLFDGRV
probablemente por Obermaier, Breuil y Alcalde de Río, aunque según su opinión “[...] los 
sitios excavados son los menos indicados” (CARBALLO, 1952, p. 76)”, sin embargo no 
indica dónde se llevaron a cabo y desconocemos donde se encontraban. 
La siguiente noticia que tenemos del yacimiento arqueológico aparece durante el 
acondicionamiento de la cueva y las aperturas de las puertas. Durante las obras se llevó a 
cabo una excavación tras desmontar los terraplenes que sellaban las entradas originales. En 
primera instancia apenas se publican datos sobre estas excavaciones, que parecen haber 
sido poco controladas. En 1952 Carballo publica un pequeño artículo en el que pone en 
duda la cronología auriñaciense que Breuil había propuesto para algunas representaciones. 
En él menciona una “calicata” sin precisar la localización de la misma (se habían recogido, 
QRREVWDQWHPDWHULDOHVGH ODVVDODV9,\;,HQ«VWDDFPGH ODVXSHUᚏFLHDSDUHFLµ
XQ QLYHO 0DJGDOHQLHQVH VLQ P£V SUHFLVLRQHV \ EDMR HO 0DJGDOHQLHQVH \ VLQ VHSDUDFLµQ
aparecen materiales del Solutrense Superior –de los que se publica una fotografía–. Se 
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continuó profundizando pero no aparecieron más materiales. 
Con permiso de Carballo y García Lorenzo, González Echegaray y Ripoll (1954) hacen 
un estudio de los materiales localizados en 1951. Según los datos que les proporcionaron 
Carballo y García Lorenzo, en el lugar de la puerta 1 –la correspondiente a la Galería B– y 
HQOXJDUHVFRQWLJXRVVHSRG¯DQGLVWLQJXLUWUHVHVWUDWRVGHᚏQLGRVDXQTXHHQODPD\RUSDUWH
de la zona los materiales aparecían revueltos. En 1952, y con la intención de comprobar 
la estratigrafía distinguida por Carballo, durante los días 14, 15 y 16 de Agosto, González 




y cuarcita. A los 50 cm de profundidad hallaron el piso natural de la cueva. 
$ FRQWLQXDFLµQ SUHVHQWDQ XQ HVWXGLR GH ORV PDWHULDOHV HQFRQWUDGRV MXQWR FRQ DTXHOORV
localizados en la primera excavación. Los materiales se separan tipológicamente 
llegándose a diferenciar tres niveles industriales arbitrarios puesto que, por la información 
con la que contamos, los materiales estaban aparentemente revueltos. Diferencian una 
ಯLQGXVWULDPXVWHURLGHರPDWHULDOHV VROXWUHQVHV \ ᚏQDOPHQWH ORVPDWHULDOHV DGVFULELEOHV DO
Magdaleniense. También aparecen múltiples piezas óseas sobre asta entre las que destaca 
un punzón con decoración geométrica y una pieza que podría tratarse de un colgante 
también con decoración geométrica. Además se localizan 14 “piezas” perforadas de un 
collar formado por dientes de ciervo. A este nivel corresponde también un maxilar superior 
humano. 
Sobre la existencia de materiales pertenecientes a la entrada a la Galería C únicamente 
tenemos una referencia, puesto que los materiales que comenta Carballo (1952) parecen 
FRUUHVSRQGHU ¼QLFDPHQWH D ORV ORFDOL]DGRV HQ OD *DOHU¯D % (Q HO FRQMXQWR GH «SRFD
6ROXWUHQVH FODVLᚏFD XQ ಯEHOOR SXQ]µQGHDVWDರ  S  FRQ LQFLVLRQHV HQ OD EDVH \
HVWU¯DVORQJLWXGLQDOHVHQODSXQWDMXQWRDODSXHUWD*DOHU¯D&MXQWRDDOJXQDVSLH]DVGH
UHWRTXHW¯SLFRVROXWUHQVH\FRQRWUDVKRMDVPHQRVW¯SLFDV
Más adelante González Echegaray (1971), en una publicación sobre el Magdaleniense III, 
VHUHᚏHUHDO\DFLPLHQWRGH/D3DVLHJDHOLPLQ£QGRORGHODEDVHSDUDORVDQ£OLVLVGHELGRD
las pocas garantías que ofrecen los materiales depositados en el Museo de Prehistoria de 
Santander. 
L. G. Straus por indicación de González Echegaray, que ya había expresado dudas acerca 
de la cronología de los materiales de La Pasiega en su anterior publicación, estudia los 
materiales depositados en el Museo de Prehistoria de Santander y publica sus conclusiones 
(1974, 1983): los informes contradictorios apoyarían la idea de la separación de los niveles 
tipológicamente y no por estrato arqueológico. Para llegar a esta conclusión se apoya en 
comunicaciones personales con González Echegaray y Felipe Puente que le indican que la 
H[FDYDFLµQRULJLQDOVHKL]RVLQFRQWUROHVHVWUDWLJU£ᚏFRV\TXH&DUEDOOR\*DUF¯D/RUHQ]RQR
estaban presentes. El estudio de los materiales, consistente en unas 2500 piezas, llevado 
D FDER SRU 6WUDXV OH OOHYD D DᚏUPDU TXH JUDQ SDUWH GH OD FROHFFLµQ HV 6ROXWUHQVH SHUR
que no puede descartar la presencia de materiales del Magdaleniense inferior, aunque en 
tal caso su contribución sería menor. La industria ósea podría ser consistente con ambas 
cronologías. Por otra parte, concluye que la presencia de un “musteroide” o musteriense es 
muy improbable. 
P. Utrilla (1981) también estudió los materiales apuntando la existencia de tipos óseos 
magdalenienses. Propone la hipótesis de que posiblemente se trate de materiales 
magdalenienses contaminados por industrias solutrenses indicando que en muchos 
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yacimientos los materiales del Solutrense y del Magdaleniense inferior aparecen en estrecho 
contacto. 
3DUD %DOE¯Q \ *RQ]£OH] 6DLQ]  OD SUHVHQFLD GH ORV \DFLPLHQWRV MXQWR D ODV
UHSUHVHQWDFLRQHVDSXQWDU¯DQDTXHHVWDPRVDQWHFRQMXQWRVH[WHULRUHV(VWDWHRU¯DVHYHU¯D
apoyada por el importante “desgaste” de las primeras salas de la Galería B probablemente 
FDXVDGRVSRUJHOLIUDFFLµQ/DVRFXSDFLRQHVKXPDQDVLU¯DQFHUUDQGRODERFDTXHᚏQDOPHQWH
quedaría cerrada por un derrumbe de ladera. La delgada capa estalagmítica mencionada por 
González Echegaray probablemente se formase en una época templada, posiblemente en el 
Holoceno. Asimismo consideran que la atribución de Straus a un único nivel Solutrense no es 
demostrable, aunque la existencia de industrias solutrenses es bastante clara. No obstante, 
a los autores también les parece probable una ocupación durante el Magdaleniense inferior 
basándose en que el control sobre la obra de acondicionamiento debió ser mínima. No 
descartan que esto pudiese ser una inferencia hecha a partir de las tipologías de las piezas. 
Analizadas las publicaciones, podemos hacer una serie de remarques acerca de los 
yacimientos de la cueva de La Pasiega: 
- Por lo que menciona Carballo (1952) durante el primer estudio de La Pasiega, 
Breuil, Obermaier y Alcalde del Río practicarían una cata sin hacer referencia a la 
misma en la monografía. Se desconoce en qué punto se haría esta excavación y si 
se localizaron materiales arqueológicos. Carballo apunta a que el resultado sería 
negativo. 
- Las obras de adecuación no estuvieron controladas, alguno de los obreros informó 
a García Lorenzo de la aparición de algunos materiales arqueológicos y es cuando 
&DUEDOORSUDFWLFµODFDWDTXHHQRULJHQQRHVWDEDSODQLᚏFDGD
- En la primera publicación sobre el yacimiento Carballo habla de la existencia de dos 
niveles arqueológicos en una zona, sin embargo, en el resto los materiales aparecen 
revueltos. 
- No se hace mención a la localización original de esos materiales, aunque gracias 
al estudio posterior de 1954 podemos suponer que se trata de los localizados en 
la entrada a la Galería B. En ningún momento se hace referencia a los materiales 





su “recogida” se desconocen. Por lo que se deduce de la publicación de 1954 estas 
SLH]DVVHPH]FODURQFRQHORWURFRQMXQWRFRQVHUYDGRHQHO0XVHRGH3UHKLVWRULDGH
Santander, probablemente organizado según la división tipológica que efectuaron 
González Echegaray y Ripoll debido a que los materiales llegarían ya revueltos 
(HERAS, 1994, p. 284). 
Teniendo en cuenta estos datos podríamos concluir que el depósito de la entrada de la 




conservado algunos restos de carácter arqueológico descontextualizados en las diferentes 
galerías y salas de La Pasiega: 
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En la Galería A se localiza en la actualidad una “Paleta” de gran tamaño: un gran bloque de 
FDOFLWDTXHSUHVHQWDVREUHVXFDUDVXSHULRUUHVWRVGHPDWHULDFRORUDQWHURMDGHFDUDFWHU¯VWLFDV
VLPLODUHVDOFRORUXWLOL]DGRSDUDHMHFXWDU ODVUHSUHVHQWDFLRQHVGH OD*DOHU¯D$(OFDU£FWHU
masivo del bloque de calcita y la presencia de colorante lleva a pensar que la función de 
HVWDSLH]DHVW£YLQFXODGDD ODHMHFXFLµQGHᚏJXUDV UXSHVWUHVSXGLHQGRKDEHUVHUYLGRGH
mezclador para preparar los pigmentos o para depositar pigmentos ya preparados. 
/DSURFHGHQFLDGHHVWHREMHWRVHGHVFRQRFH\QRKDVLGRPHQFLRQDGDHQQLQJXQDSXEOLFDFLµQ
aunque se conoce desde hace bastantes años. Es posible que se localizase en algún punto 
GHOD*DOHU¯D$GXUDQWHODVREUDVGHDFRQGLFLRQDPLHQWRHQHVWD]RQDGHVWLQDGRVDOUHEDMH
del suelo y a la instalación de iluminación y protecciones de los paneles) y se abandonó en el 






1, en un pequeño recoveco, a pocos centímetros del suelo se localizan en una estalagmita 
SDUWLGD\MXQWRDHOODUHVWRVGHSLJPHQWRTXHGHELGRDVXFRORUDFLµQದYLRO£FHREULOODQWHದQR
parece tener un carácter natural y que podría ser un machacador de pigmento. 
También en la galería D, pero en este caso en la sala en la que se localiza la unidad 
WRSRJU£ᚏFD  HQ HO VXHOR EDMR OD ᚏJXUD  \ HQWRUQR VH HQFXHQWUDQP¼OWLSOHV UHVWRV
de huesos en estado de pulverización debido, probablemente, al pisoteo de la zona en la 
época en la que la cueva estuvo abierta al público. Debido a la localización de los mismos 
es posible que se tratase de oseras.
Esta breve enumeración de algunos de los restos arqueológicos que se hallan en la 
actualidad en la cavidad no son resultado de una prospección exhaustiva dado que esta se 
FHQWUµHQHOFRQMXQWRSDULHWDO$GHP£VKD\TXHWHQHUPX\SUHVHQWHTXHWRGDVODVHYLGHQFLDV
arqueológicas de la cavidad – a excepción del arte– tienen que ser tomadas con cautela 
debido a las obras de adecuación efectuadas en la cavidad.
)LHOGZRUN
La Pasiega was studied during 2013 and 2014 during several campaigns in a total of 36 
ZRUNLQJ GD\V DURXQG  KRXUV )LHOGZRUN VWDUWHGZLWK DQ H[DPLQDWLRQ RI WKH GLᚎHUHQW
VSDFHV DQG JHQHUDO DUHDV RI WKH FDYH WR VWUXFWXUH WKH ᚏHOGZRUN ,Q WKLV H[SORUDWLRQ ZH
GHWHUPLQHGSUHOLPLQDULO\WKHWRSRJUDSKLFXQLWVDQGWKHGLᚎHUHQWSDQHOV7KLVGHWHUPLQDWLRQ
was revised afterwards when we studied each of the depictions and their location. The lack 
of a recently published study made an intensive prospection of all the surfaces of the cave 
necessary to discover graphic units that do not appear in the 1913 publication.
We also examined the cave walls and spaces to analyse the rock surface and to describe 
the cave. The massive changes that took place inside the cave required an in-depth analysis 
of the changes to reconstruct, to a limited extent, the morphology of the cave around the 
discovery time. 
We decided to maintain the areas proposed by C.González-Sainz and R. Balbín-Behrmann 
*DOOHULHV$%&DQG'LQWKHLUGLᚎHUHQWDUWLFOHVWRSUHVHUYHWKHJHQHUDOFRPSUHKHQVLRQRI
the general structure of the cave. Nonetheless, these areas do not correspond with geological 
VSDFHVQRUZLWKWKHRUGHULQZKLFKWKHGLᚎHUHQWXQLWVDUHSRVLWLRQHG7KLVLVWKHUHDVRQIRUWKH
following order of the spaces. First, Gallery B where the Palaeolithic to this area is located. 
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Then Gallery A followed by Gallery D, which is a continuation of the A. Finally, Gallery C, 
ZKLFK ZRXOG KDYH KDG DQRWKHU HQWUDQFH DQG FRXOG EH FRQVLGHUHG D GLᚎHUHQW HQVHPEOH




Topographic Unit 1 is located beside the original entrances to this side of the cave. The 
HQWUDQFHZDVEORFNHGDIHZGD\VDIWHUWKHVFLHQWLᚏFGLVFRYHU\ZDVPDGHVLQFHLWZDVVWLOO
slightly open. There is two openings, a bigger one on the right side and a narrower and a 




took place at the same time the adaptation, some artefacts were located, but the ensemble 
ZDVQRWYHU\VLJQLᚏFDQWIURPDQDUFKDHRORJLFDOSRLQWRIYLHZDVZHPHQWLRQHGDERYH
7KHFRQGLWLRQVRIWKHZDOOVದFUHYLFHVGU\QHVVDQGFDOFLᚏFDWLRQದLQGLFDWHWKDWWKLVSDUWRIWKH
cave was exposed to climate changes. Possibly light reached the depictions, which resulted 
LQDGHᚏFLHQWFRQVHUYDWLRQ7KHWUDQVLWWKURXJKWKH8QLWFDQEHGRQHQRZDGD\VZDONLQJLQ
)LJ'LVWULEXWLRQRI WKH WRSRJUDSKLFXQLWVRI*DOOHU\%PRGLᚏHG IURP%$/%1%(+50$11	*21=/(=6$,1=
1993)
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DQXSULJKW SRVLWLRQ WKH ᚐRRUZDVH[FDYDWHGDURXQGRU FPEHVLGH WKH OHIW HQWUDQFH
DQGJUDGXDOO\OHVVDGYDQFLQJWKURXJKWKHXQLW,QWKHULJKWVLGHHQWUDQFHWKHᚐRRUZDVRQO\
ORZHUHGDERXWFP7KHDFFHVVLVHDV\WKHᚏUVWGHSLFWLRQVDUHEDUHO\WKUHHPHWHUVIURP
the right entrance and only two from the left one, and the entire topographic unit has about 
ten meters of itinerary. 
It is a classic gallery with high ceilings, in front of the right entrance two conduits connecting 
with the main part of the gallery, the depictions are nonetheless in a gallery about two meters 
ZLGHDQGWHQPHWHUVORQJWKDWDIWHUZDUGVWDNHVDQHDVWWXUQFRQᚏJXULQJDQRWKHUJDOOHU\7KH
panels develop in the walls and the ceiling.
The total area of the topographic unit is 21,1 m2 and thus is can be considered an open 
space since it has room for more than three people at once.
Panel 1
/RFDWHG MXVWEHVLGHWKH OHIWHQWUDQFH LQDSRLQW WKDWZDVSUHYLRXVO\FRYHUHGE\VHGLPHQWV
EDUHO\FPFHQWLPHWUHVDERYH WKHᚐRRUDVLQJOHJUDSKLFXQLW FRPSRVHV LW7KHDFFHVV
LVHDV\VLQFHLWLVORFDWHGEHVLGHWKHHQWUDQFH:HGRQRWNQRZWKHKHLJKWWRWKHᚐRRUIURP
where it was traced. The rock surface that constitutes the panel is limestone, nowadays 
EURZQLVKEHFDXVHRIWKHOD\HURIGLUWWKDWFRYHUHGLWLWLVVOLJKWO\FRQFDYHDQGKDVQXPHURXV
crevices, probably because it was exposed to harsh weather changes. 
The single graphic unit that constitutes the panel (1.1) is possibly a hind but due to the 
FRQVHUYDWLRQLVVXHVWKDWDᚎHFWWKHGHSLFWLRQZHFDQQRWEHFHUWDLQRIWKLVLGHQWLᚏFDWLRQ,WLV
complete and seems it was traced with a single outline with a red colorant pencil.
9LVLELOLW\LVYHU\ORZEHFDXVHRIWKHFRQVHUYDWLRQSUREOHPVVLQFHZHGRQRWNQRZWKHUHDO
KHLJKWWRWKHᚐRRUZHDUHQRWJRLQJWRHYDOXDWHWKHYLVLELOLW\RIWKHGHSLFWLRQ (Fig. 11.8). 
Panel 2 
Panel 2 is located in the arch that the left side entrance forms and the continuation of it in the 
left wall and the ceiling of the cave, forming an arch where the depictions were disposed in 
FORVHMX[WDSRVLWLRQ7KHYHUWLFDOGLVWDQFHIURPWKHJUDSKLFXQLWUDQJHVIURPFPWRFP




has been covered by secondary calcite formations. The depictions are located on various 
surfaces, vertical, subvertical and part of them in an almost horizontal position in relation to 
WKHᚐRRU$OORIWKHPDUHᚏJXUDWLYHDQGYHU\ELJLIZHFRQVLGHUVL]HWKHᚏUVWRQHLVORFDWHGLQ




WKHᚏUVWᚏJXUH LV ORFDWHG LW LVDERYLG  UHSUHVHQWDWLRQ WKHFRQVHUYDWLRQSUREOHPVGR
QRW DOORZ WR EHPRUH VSHFLᚏF UHJDUGLQJ LWV LGHQWLᚏFDWLRQ $OO RI WKH GHSLFWLRQV KDYH EHHQ






Fig.11.8 Panel 1. General view, location and depiction
)LJ3DQHO/RFDWLRQJHQHUDOYLHZDQGGHSLFWLRQV$%&
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lowering in this area (between 60 and 30 cm) maybe leaning forward a little in the case of the 
KRUVHQRZDGD\VWKHᚐRRULVPRVWO\ᚐDWEXWLWSUREDEO\KDGDVOLJKWVORSH
Access is easy since it is located barely 2 meters from the entrance of the cave, visibility 
LVH[FHOOHQWGXHWRWKHVL]HRIWKHᚏJXUHVDQGWKHLUORFDWLRQLQWKHZDOOVDQGWKHFHLOLQJLQD
narrow part of the gallery. The point of optimal visualization would be in front of the megaceros 
DFTXLULQJDVTXDWWLQJSRVLWLRQ LW LV WKHRQO\SODFHIURPZKHUHWKHWKUHHGHSLFWLRQVFDQEH
VHHQDWRQFH,WLVSRVVLEOHQRQHWKHOHVVVHHWKHPLQDQXSULJKWSRVLWLRQZLWKRXWDQ\GLᚑFXOW\
The area of maximum visualization measures 4,5 m2 meaning nine people in an upright 
SRVLWLRQDQGVL[VTXDWWLQJFRXOGZDWFKVRPHRIWKHᚏJXUHVDWRQFHEXWQRWDOORIWKHPDWWKH
same time.  In the case of the optimal visualization point 5 people in an upright position and 




panels have. A single depiction constitutes it. 
7KHSDQHOLVORFDWHGRQWKHZDOODWDPHGLXPKHLJKWWKHYHUWLFDOGLVWDQFHIURPWKHJUDSKLF
XQLW WR WKH ᚐRRU LV FP7KH URFN VXUIDFH LV \HOORZ OLPHVWRQHZLWK VRPHFUHYLFHV EXW
VPRRWKDQGᚐDWLWDOVRKDVVHFRQGDU\FDOFLWHIRUPDWLRQV7KHJUDSKLFXQLWLVDVPDOO
indeterminable quadruped, probably a carnivore because of the way the ears were depicted, 
only the upper part of the body and the legs were engraved with only the detail of the eye. 
The technique used was engraving with a single outline. Juxtaposed to this depiction, there 
is a stain of violet pigment. The access to this panel is similar to the previous ones. 
Visibility is low due to its small size and the shallowness of the line even though it is located 
LQDVSRWZKHUHLWFRXOGEHHDVLO\LGHQWLᚏHG7KHDUHDRIPD[LPXPYLVXDOL]DWLRQLVDURXQG
m2 meaning four people in an upright position could see it at the same time, point of optimal 
visualization would nonetheless be reduced to one person (0,4 m2) (Fig. 11.10). 
Panel 4
Located in an inlet of a conduct that connects the entrance with the principal gallery of the 
FDYH7KHᚏJXUHVGHYHORSLQWKHZDOOVDQGWKHFHLOLQJLQDYHUWLFDODQGVXEYHUWLFDOSRVLWLRQLQ
UHODWLRQWRWKHᚐRRU7KHYHUWLFDOGLVWDQFHIURPWKHGHSLFWLRQVWRWKHᚐRRUUDQJHVEHWZHHQ
cm to 200 cm meaning the artist(s) would have needed elevation to trace them, this would 
have been constituted by a limestone ledge located before the panel. Two graphic units and 
VHYHUDOUHGVWDLQVDURXQGWKHPFRQVWLWXWHWKHSDQHO5RFNVXUIDFHLVOLPHVWRQHYHU\DᚎHFWHG
E\ZHDWKHULQJZKLFKFDXVHGFUHYLFHV LW LVFRQFDYH URXJK\HOORZ LQ WRQHDQGKDVVRPH
secondary calcite formations. 
7KHWZRJUDSKLFXQLWVZHFRQVLGHUDUHᚏJXUDWLYHKDVSDUWLDOO\GLVDSSHDUHGPDNLQJ LWV
LGHQWLᚏFDWLRQGLᚑFXOWLWZDVWUDFHGXVLQJYLROHWSLJPHQWZLWKDVLQJOHRXWOLQHWKDWKDVPRVWO\
disappeared. 4.7 is the frontal part of a horse very similar to 2.2 but in this case, it is headless, 
and it is missing its rear quarters. 
Access to this panel is similar to the previous ones. Visibility is good even though is poorly 
conserved, its location in a niche and the fact that it is located in a narrow part of the gallery 
reduces the viewing points, the area of maximum visualization would admit up to 8 people. 





It is located in the same inlet where panel 4 is located but in a much lower place and more 
UHVWULFWHG DUHD LQ WKH ULJKW ZDOO RI WKH ᚏUVW SDUW RI WKH JDOOHU\ WKUHH HQJUDYHG GHSLFWLRQV
compose it. 
3RVLWLRQHG LQ D ORZSDUW RI WKHZDOO WKH YHUWLFDO GLVWDQFH IURP WKHGHSLFWLRQV WR WKH ᚐRRU
ranges between 100 cm and 90 cm meaning the artist(s) would have necessarily acquired a 




Fig.11.10 Panel 3 (above). General view, location and depiction and Panel 4 (below). General view, location and depic-
WLRQ$%
Parte II. Cueva de La Pasiega
311
and much detailing including the eye, the mouth and the hoofs, the other one, in vertical 
SRVLWLRQZDVOHIWXQᚏQLVKHGDQGKDVIHZHUGHWDLOV$OORIWKHPZHUHHQJUDYHGZLWKYHU\VXEWOH
DQGVKDOORZWUDLWVWKDWPDNHWKHYLVXDOL]DWLRQRIWKHᚏJXUHVGLᚑFXOW
Access is similar to the other panels in the topographic unit. The technique determines 
YLVLELOLW\LQWKLVFDVHWKHᚏJXUHVDUHYHU\VPDOODQGVKDOORZLWLVQHFHVVDU\WRDSSO\WKHOLJKW
LQDYHU\SDUWLFXODUZD\WRZDWFKRQHRIWKHᚏJXUHVDQGWKXVLWLVYHU\GLᚑFXOWWRVHHWKHPDW
the same time. The visibility of the whole panel would be limited to three people at once (1,7 
m2) but the optimal point of view is restricted to only one person (0,3 m2) in a leaning position 
GXHWRWKHORZKHLJKWRIWKHᚐRRU (Fig. 11.11). 
Panel 6
Located in the wall that is the access to the main gallery, on the right side, before reaching the 
panel mentioned above. It is located at a medium height, and a single depiction composes 
LW7KHYHUWLFDOGLVWDQFHIURPWKHJUDSKLFXQLWWRWKHᚐRRULVFP7KHᚐRRUVHHPVWRKDYH
EHHQVOLJKWO\PRGLᚏHGQRZDGD\VLWLVPRVWO\ᚐDWZLWKDVORSHLWZDVH[FDYDWHGDERXWFP




The only representation of this panel is a horse, traced with a red colorant pencil slightly darker 
than other depictions in the same topographic unit. We can also observe black pigment over 
WKHUHGRQHPHDQLQJLWZDVSRVVLEO\WRXFKHGXSDIWHULWZDVᚏUVWWUDFHG
7KHDFFHVVWRWKHSDQHOLVHDV\EHLQJORFDWHGMXVWDERXWPIURPWKHHQWUDQFHWRWKHFDYH
9LVLELOLW\ LVJRRGGXH LWVSODFHPHQWDQG LWVFKDUDFWHULVWLFV LWFDQEHVHHQ IURPDQXSULJKW
position walking by it. The angle from where it can be seen is around 6 m2 meaning 12 




Located ten meters away from the entrance of the cave, it is placed on a wall of the cave that 
it is in front of the entrances constituted by a turn of the gallery that from this point onwards 




are located it is impossible to determinate. The rock surface is greyish limestone, coarse and 
DᚎHFWHGE\FUHYLFHVWKDWDSSHDUHGDIWHUWKHGHSLFWLRQVZHUHWUDFHGLWDOVRKDVLQVRPHSDUWV
mainly on the left side of the panel, secondary calcite formations of various types and that 
DUHDFWLYHQRZDGD\V7KHSDQHOLVPRVWO\ᚐDWDQGLQVRPHSODFHVLWKDVSHHOHGRᚎGXHWRWKH
conservation problems caused by strong weathering of the panel, probably because it was 
exposed to severe climate changes because of its proximity to the entrance. 
7KHᚐRRU LQ WKLVSDUW RI WKHJDOOHU\ LV ᚐDW DQGGRHVQRWDSSHDU WRKDYHXQGHUJRQHPDQ\
FKDQJHV ,W ZDV SRVVLEO\ H[FDYDWHG EXW QR PRUH WKDQ  FP EHORZ ᚏJXUH  LW ZDV








is a quadrilateral sign (7.14). Beneath 7.12, there is a poorly conserved depiction that is 
SUREDEO\DQRWKHUERYLG5HGSLJPHQWVXUURXQGVWKHVHᚏJXUHVSUREDEO\GXHWRWUDQVIHUEXW
also possibly due to the existence of other depictions that have disappeared. The technique 
Fig. 11.11 Panel 5. General view and location
Fig.11.12. Panel 6. General view, location and depiction. 










body but with a clear mane, it was engraved using single outline with a deep incision, as was 
the other one. They are not, by any means, related to the horses located in panel 5. 
$FFHVVWRWKLVSDQHO LVHDV\IROORZLQJWKHSDWKRIWKHJDOOHU\WKHELJᚏJXUHVDUHYLVLEOH LI
the light was strong enough, from the entrance to the gallery. Due to the weathering of the 
rock surface probably some light reached the depictions at some point. Area of maximum 
visualization, as we stated before is big, around 11 m2, meaning 22 people at most could 
see the big depictions at the same time. The point of optimal visualization is restricted to the 
place in front of the panel, around 3 m2, meaning six people could see the big depictions 
RSWLPDOO\DWWKHVDPHWLPH7KHYLVXDOL]DWLRQRIWKHHQJUDYLQJVLVGLᚎHUHQWLQWKLVFDVHGXH
to the technique used, proximity is necessary to see them even though the engravings are 
GHHSWKHDUHDRIPD[LPXPYLVXDOL]DWLRQZRXOGEHUHGXFHGWRWKUHHSHRSOHDWWKHVDPHWLPH
Nonetheless, only one person could see them optimally (Fig. 11.13).
6.1.2.TOPOGRAPHIC UNIT 2
Topographic Unit 2 is located in the continuation of the gallery that takes east direction and 
QDUURZVGRZQVOLJKWO\ JHQHUDWLQJ WKHGLᚎHUHQWSDQHOVRQERWK VLGHV$IWHUQLQHPHWHUV LW
opens up again making the gallery more spacious, in this part two panels were traced, both 
LQKLJKSRLQWVRIWKHZDOO7KHᚏUVWSDQHOVDQGDUHORFDWHGWKLUWHHQPHWHUVIURPWKH
entrance, the next one (2.3) is separated from the previous one by three meters, the following 
RWKHUWKUHHPHWHUVDQGWKHᚏQDOVL[PHWHUV$OOWKHSDQHOVDUHORFDWHGLQWKHPDLQ
axe of the cave in the walls at a medium and high point. The gallery is about three meters 
ZLGHLQWKHQDUURZHVWSDUWZKHUHWKHᚏUVWSDQHOVDUHORFDWHGDQGDERXWPHWHUVZLGHLQWKH
place where it opens up in front of panel 2.5, the ceiling is high in all its point surpassing the 
two meters. 
7KHDFFHVVLVXQLTXHDQGHDV\FRQWLQXLQJWKURXJKWKHJDOOHU\ZKHUHWKHᚏUVWWRSRJUDSKLF
XQLW LV ORFDWHG LQ DQ XSULJKW SRVLWLRQ ,Q WKLV SDUW RI WKH FDYH WKH ᚐRRUPRGLᚏFDWLRQV DUH
UHGXFHGWRDUHJXODUL]DWLRQRIWKHᚐRRUPHDQLQJWKHKHLJKWWRWKHSDQHOVZDVYHU\VLPLODU
to that of the Palaeolithic. The itinerary to visualize the depictions can be characterized as 
easy and it is from start to end about 25 m long. The lighting necessary to transit through the 
JDOOHU\DQGWRYLHZWKHSDQHOVKDGWREHDUWLᚏFLDOEHFDXVHWKHJDOOHU\WXUQV1RQHWKHOHVVLW
is possible that, from the farther point of the topographic unit, it would be possible to return 
to the entrance without any lighting because some brightness would reach the place where 
panel 1.7 is located. 
No archaeological remains were found in this topographic unit and due to the adaptation 
ZRUNVZKLFKHQWDLOHGDᚐRRUOHYHOOLQJDQ\H[LVWLQJUHVWVZHUHSUREDEO\UHPRYHGDQGORVW
Topographic unit 2 can be characterized as an open space since it can hold more than three 
people at once, the total area of the gallery where the panels are located is around 40 m2. 
Panel 1 
/RFDWHGRQDQLQᚐHFWLRQSRLQWRIWKHOHIWZDOO LQWKHPDLQJDOOHU\RIWKHFDYH$WWKLVSRLQW
both walls generate a short conduct that leads into another gallery behind the main one and 
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parallel to it. Even though it is located in a small conduct, parallel to the principal gallery, 
from a visual point of view, due to the orientation of the panel, we considered it part of this 
topographic unit. 
It is located at a medium height in a concave panel, the vertical distance from the graphic 
XQLWVWRWKHᚐRRUUDQJHVEHWZHHQFPDWWKHKLJKHVWDQGFPDWWKHORZHVWSRLQW7KH
panel comprises three graphic units, 2.1.1, 2.1.2 and 2.1.3. The rock surface of the panel 
is limestone, rough and heavily creased due to weathering caused by the climate changes 
EHFDXVHRIWKHSUR[LPLW\WRWKHHQWUDQFH7KHSDQHOLVLQJHQHUDOFRQFDYHRIJUH\LVKFRORXU
it has secondary calcite formations that have formed over the depictions. The soil in front of 
WKHSDQHOLVᚐDWSUREDEO\GXHWRWKHPRGLᚏFDWLRQVPDGHLQWKHVEXWLWSUREDEO\KDVQRW
changed in height. 
7KHGHSLFWLRQVDUHᚏJXUDWLYHLVDYHU\ELJKRUVHGHSLFWHGLQUHGSDLQWHGRQWKHLQVLGH
and engraved in some places of the contour, superimposed to it there is an engraving of a 
KLQGWUDFHGZLWKUHSHDWHGLQFLVLRQV$QGᚏQDOO\LQDSRRUVWDWHWKHUHLVDWKLUGDQLPDO
ᚏJXUHSRVVLEO\WKHXSSHUSDUWDKLQGWUDFHGZLWKDUHGSHQFLOLQDVLQJOHRXWOLQH7KH
position the artist(s) acquired to draw the representations was probably an upright position. 
The access to the panel is easy, following the path of the gallery from the entrance for about 
thirteen meters. Visibility is very good due to the orientation of the panel, facing the main 
JDOOHU\DQGGXH WR WKHVL]HRIRQHRI WKHᚏJXUHV)RU WKLVGHSLFWLRQ WKHDUHDRIPD[LPXP
visualization is 10 m2 making the observation possible for 20 people standing at the same 
time, more restricted is the point of optimal visualization, as per usual located in front of 
WKHSDQHOOLPLWHGWRPDQGWKXVWRWKUHHSHRSOH7KHVPDOOHUᚏJXUHZRXOGDOVR
be visible from the same point of view, but the engraving of the hind might have required 
Fig.11.14 Panel 1. General view, location and depictions: A) 1. 1 B) 1.3
Blanca Ochoa Fraile
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proximity being only possible to watch it from the optimal point of visualization we considered 
above (Fig. 11.14). 
Panel 2
Located on the same wall where the panel before is located but with another orientation, 
facing directly to the gallery and not perpendicularly. It constitutes the left wall of this part of 
the gallery. 
The panel is located on a wall at a medium height, the vertical distance from the graphic 
units ranges from 170 cm to 130 cm. The panel comprises seven graphic units in a varied 
conservation state. The rock surface is greyish limestone heavily creviced in its lower part, it 
LVVLQXRXVEXWPRVWO\FRQFDYHLWYDULHVIURPVPRRWKWRFRDUVHLQLWVGLᚎHUHQWSDUWVEXWLWLV
KDUGDVDZKROH7KHᚐRRULQIURQWRIWKHSDQHOLVᚐDWSRVVLEO\EHFDXVHRIWKHPRGLᚏFDWLRQV
that took place in this part of the gallery but probably the height in relation to the panel has 
not changed more than a couple of centimetres. 
7KHGHSLFWLRQVDUHERWKᚏJXUDWLYHDQGQRQᚏJXUDWLYH)LUVWRQHLVDQXQGHWHUPLQDEOH
TXDGUXSHGLWZDVRXWOLQHGLQEODFNSHQFLODQGᚏOOHGLQZLWK\HOORZSLJPHQW,QWKHVL[WLHVLW
was considered a fake and was scraped, but its resilience made the authors think that it was 
DXWKHQWLFHYHQ WKRXJK LWZDVQRW LQFOXGHG LQ WKHVWXG\ MX[WDSRVHG WR LW WKHUH LV WKH
small head of a horse, engraved with a multiple outline (2.5). Beneath the engraved head 
and on the right side of the panel there are multiple signs, very poorly conserved, could be 
considered claviforms due to their form but studied in our database as red painted triangle 
shapes. (2.2.6-7). The position the artist(s) had to acquire to depict all of these was standing 
upright. 
The access to the panel is very similar to the one before advancing less than a meter, but 
another access might be considered. The depictions are located in the part of the gallery 
where two conducts lead into one of the entrances to the gallery, and they could have been 
used to entry directly this part without passing by the previous panels. Visibility is regular 
GXHWRWKHSRRUFRQVHUYDWLRQVWDWHRIWKHGHSLFWLRQVLQWKHSDQHOWKHᚏUVWᚏJXUHLVSUHWW\ELJ
and had to be very visible and so should have been the triangle signs, mostly because of the 
concentration of them on the right side of the panel. On the other hand, the shallow engraving 
of the horse’s head must have been harder to see from a distance. For the whole panel we 
are considering a 13 m2 area of maximum visualization meaning, at most, 26 people seen 
the panel, but only 1,6 m2 considering the optimal visualization, three people at once, for all 
the depictions of the panel since otherwise the horse would have been impossible to see 
(Fig. 11.15). 
Panel 3 
Located on the right wall of the gallery in front of the previous panel. It is located at a medium 
height in a limestone pendant that protrudes from the wall. The vertical distance from the 
JUDSKLFXQLWV WR WKHᚐRRU UDQJHV IURPFPDW WKHKLJKHVWSRLQW WRFP7KHSDQHO
FRPSULVHVWKUHHJUDSKLFXQLWVDOORIWKHPQRQᚏJXUDWLYH7KHURFNVXUIDFHWKDWFRQVWLWXWHV
the panel is greyish limestone, nowadays it is dry and has numerous and deep crevices that 
might have been caused by weathering due to climate changes because of the proximity to 
the entrance, it is convex, smooth and hard. The panel is located on the other side of one of 
the conducts that lead into the entrance and thus two (three if we consider the two conducts) 
HQWUDQFHVFRXOGKDYHᚐRZQLQWRWKHSODFHZKHUHWKHSDQHOLVORFDWHG)ORRUFRQᚏJXUDWLRQLV
the same of the previous panels. 
7KHWKUHHGHSLFWLRQVDUHVLJQVWKHᚏUVWWZRRQHVDQGDUHORQJVWURNHVRIGDUNUHG





pigment, they are slightly curved, and there are rests of pigment around it meaning part of 
the depiction or other depiction(s) might have disappeared due to conservation issues. The 
next representation, 10.13 is a triangular shape, very similar to those located in the previous 
panel, positioned in a horizontal axe with the point of the triangle in the upper part, it is 
painted in red with an unknown technique. The position the artist had to acquire to draw the 
representations is standing upright. 
The access is very similar to those we considered for the previous panel, either through the 
conducts we mentioned above not passing by any of the other panels or following the main 
path of the gallery to reach the point where the panel is located which would mean passing 
by the rest of the panels mentioned above. 
Visibility is good due to the height of the 2.3.11 and 12 signs (about 50 cm) and their 
SLJPHQWDWLRQWKH\DUHDOVRORFDWHGLQDPRUHQDUURZSDUWRIWKHJDOOHU\PDNLQJWKHREVHUYHU
pass closer to the walls. The area of maximum visualization is around 6 m2, thus at most 12 
SHRSOHFRXOGVHHWKHSDQHODWWKHVDPHWLPHQRQHWKHOHVVWKHRSWLPDOSRLQWRIYLVXDOL]DWLRQ
is limited to 1,7 m2 reducing the optimal visualization to three people (Fig. 11.16).
Panel 4
Located in the main gallery, in the right side wall about 20 m from the entrance following the 
main gallery path. The main gallery opens up forming sort of a gallery that connects both of 
WKHVLGHVWKDWJHQHUDWHGEHKLQGWKHᚏUVWSDQHORIWKLVWRSRJUDSKLFXQLW
7KHRQO\GHSLFWLRQZHFRQVLGHUHGLVDERXWPHWHUVIURPWKHᚐRRUHYHQWKRXJKEHFDXVHRI
the height, we could not measure it. The rock surface is limestone, the colour varies between 






The panel has a lot of pigment that, due to humidity or other geological variables, has 
transferred colouring large parts of the panel. The main depiction is an ensemble of signs 
that we have considered as a single graphic unit because of the unity they present, it was 
FRQVLGHUHGDVDQಯLQVFULSWLRQರE\WKHᚏUVWUHVHDUFKHUVRIWKHFDYHEHFDXVHRIWKHSHFXOLDULW\
that characterizes it. There are also some other lines in the panel that do not correspond with 
the sign in which we could not identify any other unit. The technique utilized was drawing with 
a violet coloured pencil with a single outline. The position the artist(s) had to acquire to draw 
WKLVSDQHOLVXQNQRZQZHFDQFRQVLGHUQRQHWKHOHVVWZRSRVVLELOLWLHVWRFOLPEXSXVLQJVPDOO
ledges in the wall or using some kind of elevation, maybe a wooden structure. 
The accesses are the same ones considered for the previous panel advancing forward 
through the gallery for about 3’5 meters. Visibility is good due to the high pigmentation of the 
sign in the panel, also the height of the depictions accentuate the visibility of it but we also 
have to consider that the observer would have needed a more potent light to watch it because 
of the distance and the fact that the gallery opens up forming more of a chamber in this part. 
Also because of its height we have to consider the possibility that a person passing by might 
overlook it. The area of maximum visualization is pretty big, around 16,5 m2, meaning over 
30 people could see them at once, the height would have prevented people in the front block 
the view of the sign. Nonetheless the best place to see the panel is before it restricting the 
point of optimal visualization to 4,5 m2 to around nine people at the same time (Fig. 11.17). 
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Advancing through the main gallery/chamber about 6,5 m we reach a point where there is a 
PDVVLYHᚐRZVWRQHFDVFDGHQHDUWKHFHLOLQJDQGDERYHDELJRSHQLQJWKHUHLVDVPDOOSDQHO
constituted by a single graphic unit. Its adscription to this topographic unit is due to the fact 
that it can only be seen from the main gallery/chamber and not from the point from where it 
was executed which is the topographic unit 6. 
It is located at a high point in the wall, it was impossible for us to measure the vertical distance 
WRWKHᚐRRUEXWDURXQGIRXUPHWHUV7KHURFNVXUIDFHLVOLPHVWRQHRUDQJHLQFRORXUVPRRWK
and hard with some crevices around the depiction. The soil in the main gallery is horizontal, 
SUHVHQWVWKHVDPHFKDUDFWHULVWLFVWKHSDQHOVEHIRUHWKHᚐRRUIURPZKHUHLWZDVGHSLFWHGLV
very restricted from a spatial point of view, irregular and convex.
The single depiction that composes this panel is a triangular sign painted in red pigment, it 
is similar to those of panels 2.2 and 2.3 but in a much bigger format and much better from 
the conservation point of view, in this case the triangle is horizontal and the point is facing 
upwards, the central part is much more marked than in the examples before. Beside it, in 
the right, there is a small red trace that does not seem linked to the depiction. The sign is 
ORFDWHGVHYHUDOFHQWLPHWUHVIURPWKHHGJHRIWKHRULᚏFHIURPZKHUHLWZDVSDLQWHGEXWLWPLJKW




through the gallery for more than 6 meters from the previous panel. Visibility is medium but it 
requires that the observer has the adequate light to illuminate the higher parts of the gallery 
and to look up from it. If we consider the area of maximum visualization only restricted by the 
Fig.11.18 Panel 5. General view, location and depiction. 
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topographic constrictions the area of maximum visualization is the biggest of this gallery yet, 
around 20 m2 meaning up to 40 people standing could see it at the same time, the point of 
optimal visualization would be limited to 6 people (3’3 m2) (Fig. 11.18). 
6.1.3.TOPOGRAPHIC UNIT 3
Topographic unit 3 is located in a small conduit that only prolongs for 2,7 mand is 1 m wide. 
Situated in a gallery parallel to the main one, the entrance to this part is a narrow and short 
EXW FRPIRUWDEOH FRQGXFW MXVW EHVLGHSDQHO  ,Q WKH OHIW VLGHRI LW VWDUWV WKH FRQGXLW LWV
ᚐRRULVFRQVWLWXWHGE\ᚐRZVWRQHWKDWWUDQVIRUPVLQWRJRXUVRQFHWKHFRQGXLWH[SDQGVLQWRD
JDOOHU\WKLVPDNHVWKHᚐRRUDWDQDQJOHWKHVORSHWKDWFUHDWHVLVKLJKHUDWWKHHQGRIWKH
conduit reducing progressively. 
The access to this point of the cave can be done two ways from the entrance and following 
WKHPDLQJDOOHU\RIWKHFDYHDQGWDNLQJDOHIWWXUQMXVWDIWHUWKHZDOORISDQHO7KHRWKHU
possible access is through the conduits that part in front of the left entrance to the cave, 
these lead in front of the point where the conduit that connects with topographic unit 3. The 
LWLQHUDU\WKDWKDVWREHIROORZHGLVPIROORZLQJWKHPDLQJDOOHU\DQGMXVWPIURPWKHRWKHU
possible entrance. In both cases the itinerary can be transited walking in an upright position, 
WKHSURJUHVVLRQLVYHU\HDV\DQGVKRUW7KHOLJKWLQJLQWKHJDOOHU\KDVWREHDUWLᚏFLDO LQDOO




remains were found in this topographic unit, in this area no adaptation works took place 
meaning the space is very similar to the Palaeolithic one. 
This space can be characterized as a restricted space since, due to its small size, it cannot 
hold more than three people in the position(s) necessary to acquire to observe the depictions 
–crouching or sitting down– the total area is around 4,5 m2. 
Panel 1 
Located on the left wall of the cave once entered the short conduct. It is situated on a wall 
DWDPHGLXPKHLJKWWKHYHUWLFDOGLVWDQFHIURPWKHJUDSKLFXQLWVWRWKHᚐRRUUDQJHVIURP





%RWK RI WKH GHSLFWLRQV DUH ᚏJXUDWLYH WKH ᚏUVW RQH ZH FODVVLᚏHG LW DV DQ LQGHWHUPLQDEOH
quadruped (3.1.1), it has a long body and pointy head and something that look like horns, 
EXWQHLWKHURIWKHVHFKDUDFWHUVDOORZVDSRVLWLYHLGHQWLᚏFDWLRQ7KHRWKHUGHSLFWLRQLVORFDWHG
VRPH FHQWLPHWHUV WR WKH OHIW LW LV DQ LEH[ PRUH FOHDUO\ GHSLFWHG ERWK DUH WRWDOO\
depicted and were traced with a deep engraving in a single outline. The position the artist(s) 
KDGWRDFTXLUHWRWUDFHWKHVHGHSLFWLRQVZDVGLᚎHUHQWIRUERWKRIWKHᚏJXUHVWKHᚏUVWZDV
probably traced standing in an upright position. Meanwhile, the second one was traced 
standing leaning forward. 
The access is the same we explained for the topographic unit since it has barely any itinerary. 
Visibility is low due to the fact they are engravings and even though the are relatively deep 
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ones, proximity is necessary. The area of maximum visualization is 1,5 m2 making possible 
to see the depictions by three people at most the but point of optimal visualization would be 
much more reduced to 0,2 m2 meaning only one person at the same time (Fig. 11.19).
Panel 2 
Located at the far end of the topographic unit in a small calcite column located directly on the 
ᚐRRURIWKHFRQGXFWLQWKHULJKWVLGH,WLVLQDORZSRVLWLRQLQUHODWLRQWRWKHᚐRRUWKHYHUWLFDO
GLVWDQFH IURP WKH JUDSKLF XQLWV WR WKH ᚐRRU UDQJHV EHWZHHQ FPDQG FP 7KH SDQHO




1RQHRI WKHJUDSKLFXQLWVDUHᚏJXUDWLYH WKHᚏUVWRQH LVDVLJQFRPSRVHGE\ WKUHH
ORQJVWURNHVLQDQREOLTXHGLVSRVLWLRQXQLWHGE\DQRWKHUKRUL]RQWDOOLQHLQWKHXSSHUSDUWWKH
other graphic unit is a single sinuous line (3.2.4) that looks like possibly a cervical-dorsal 
OLQH)RUERWKRIWKHVHWKHWHFKQLTXHLVHQJUDYLQJPDGHZLWKDGHHSLQFLVLRQWKH\FDQEH
both considered small in size. The position the artist(s) had to acquire was either sitting or 
FURXFKLQJSUREDEO\WKHSULRUGXHWRWKHXQVWHDGLQHVVFDXVHGE\WKHᚐRRUVORSH
7KHDFFHVVLVWKHVDPHWRWKHRQHIRUWKHWRSRJUDSKLFXQLWYLVLELOLW\LVORZWRLQH[LVWHQWGXH
to its location in a low part of the gallery, the colour of the rock surface and the size of the 
depictions. Visualization position is sitting down, crouching or kneeling down. The maximum 
visualization area and the optimal point of view are equal in this case due to the restrictions 
on the space, and it is limited to 0,4 m2 and thus limited to one person at the same time (Fig. 
11.20). 
Panel 3
Located on the right wall of the topographic unit at various heights and distributed for about 
WZRPHWHUVORQJ7KHYHUWLFDOGLVWDQFHIURPWKHJUDSKLFXQLWVWRWKHᚐRRUUDQJHVIURPFP






thus, it does not have the same unsteadiness the previous panel have. 
7KHᚏUVWGHSLFWLRQRIWKHSDQHOVWDUWLQJIURPWKHOHIWVLGHLVDGHHUGHSLFWHGWRWDOO\
WKH VHFRQG RQH LV DQ LQGHWHUPLQDWH ᚏJXUH SRVVLEOH D FDSULG  1H[W RQH LV D YHU\
sinuous line that seems to depict a cervical-dorsal line of an animal, 3.3.8 is an ibex very 
VLPSO\ WUDFHG1H[WJUDSKLFXQLW LVSRVVLEO\D ᚏJXUHEXWZHKDYHQRPHDQV WR LGHQWLI\ LW
DQGWKHODVWLVWKHVPDOOKHDGRIDKRUVH7KHWHFKQLTXHDOVRYDULHVLQWZRᚏJXUHV
and 10) multiple outline is used in some parts of the depictions, the rest simple outline was 
utilized. The position the artist(s) had to acquire varies, most of them had to be traced either 
crouching, sitting or kneeled down, only one (3.3.10) could have been traced standing and 
leaning forward. 
Visibility is low due to the technique used to create the engravings since most of them the 
OLQHVDUHVXSHUᚏFLDODQGTXLWHVKDOORZ,WLVQHFHVVDU\WREHFORVHWRWKHSDQHOWRREVHUYHWKH











better to crouch down or kneel down. Maximum visualization area is 1,2 m2 meaning only 
two people in the necessary position, and point of optimal visualization is limited to one 
person in front of the depictions (Fig. 11.21). 
Panel 4
Composed by a single graphic unit it is located on the same wall the previous panel is but 





crevices. The only graphic unit we considered in this panel is a possible anthropomorphic 
representation, a head of a human represented in frontal perspective with big eyes (3.4.11). 
Around it, there are many intricate lines and rests of red pigment. The technique used was 
engraving with a deep incision in a single outline. The position the artist had to acquire to 
draw was either leaning forward or crouching down. 
9LVLELOLW\LVORZGXHWRWKHVPDOOVL]HRIWKHGHSLFWLRQLWUHTXLUHVWKHREVHUYHUWROHDQIRUZDUG
or crouch to see it. Maximum visualization area is very limited, for around 0,7 m2 limiting the 
observer to one person (Fig. 11.22).




Located in a small conduit that ends after barely three meters from the start. It is situated in 
the main chamber of this part of the cave, in the north wall two similar conduits start at the 
VDPHSRLQWEXWGLYHUJHLQGLUHFWLRQWKHULJKWRQHLVZKHUHWKHWRSRJUDSKLFXQLWLVORFDWHGLW
LVFRQVWLWXWHGE\DVLQJOHSDQHOZLWKVL[GHSLFWLRQV&DOFLᚏHGVHGLPHQWVSDUWO\ᚏOOWKHFRQGXFW
all graphic units are located in the entrance without being mandatory to penetrate into it to 
observe them.
Access is similar to the previous topographic units, either entering through the main gallery 
or through both conduits that develop in front of the right side entrance. The itinerary is short 
(24m the one through the main gallery and 21 through the conduits) and can be characterized 
as easy since it can be done walking in an upright position. The lighting in this part of the 
JDOOHU\KDVWREHDUWLᚏFLDOVLQFHWKHOLJKWRIWKHHQWUDQFHZRXOGQRWKDYHUHDFKHGWKLVSDUWLW
was also beyond the point where the light from the entrance could be seen. 
The conduit is about three meters long, and only 80 cm wide at the entrance it progressively 
FORVHVGRZQ*RXUVFRQVWLWXWHWKHᚐRRULQWKHPDLQJDOOHU\LQWKHFRQGXLWWKHᚐRRULVFDOFLᚏHG




the space meaning it was probably in a similar state during the Palaeolithic. 
Topographic unit 4 can be characterized as an open space with 3,4 m2 of total area meaning 




depictions are either on the walls or the ceiling in a high point, the vertical distance from the 
XQLWVWRWKHJDOOHU\ᚐRRUUDQJHEHWZHHQDQGFPWKHYHUWLFDOGLVWDQFHIURPWKHXQLWV
WR WKH OHGJHWKDWFUHDWHV WKHFDOFLᚏHGVHGLPHQWV LQVLGH WKHFRQGXFW UDQJHV IURPWR
cm. The panel comprises six graphic units and a counterfeit depiction traced recently. The 
rock surface that constitutes the panel is limestone with some primary and secondary calcite 
IRUPDWLRQVEHFDXVHRI WKLVWKHVXUIDFH LVURXJKZKHUHWKHFDOFLWH LVSUHVHQWDQGVPRRWK






shape. The technique is varied, the triangular signs are painted with red pigment, the angular 
shape was drawn using a red pigment pencil. There are two possibilities as to position the 
DUWLVWVKDGWRDFTXLUHIURPWKHᚐRRURIWKHPDLQJDOOHU\LQDQXSULJKWSRVLWLRQHYHQWKRXJK
the highest signs might have been kind of hard to reach. The other possibility is from the 
FDOFLᚏHGVHGLPHQWVORFDWHGRQWKHLQVLGHRIWKHFRQGXFWLQWKDWFDVHWKHDUWLVWVZRXOGKDYH
KDGWRSHQHWUDWHLWDQGOD\GRZQᚐDWRQWKHEDFNWRGHSLFWWKHᚏJXUHVLQWKHFHLOLQJDQGRQLWV
side for the ones on the walls. 
The access is the same one described above for the topographic unit. Visibility is good due 





to the high pigmentation of the signs and their size. Nonetheless, their location in the arched 
ceiling makes some proximity necessary to see them. The area of maximum visualization is 
3 m2 being meaning six people at most could see the depictions. The optimal point of view is 
OLPLWHGWRWKHSDUWLQIURQWRIWKHSDQHOEHVLGHWKHSRLQWZKHUHWKHFDOFLᚏHGVHGLPHQWVOHGJH
starts reducing the space to 1 square meter and thus to two people at the same time (Fig. 
11.23). 
6.1.5.TOPOGRAPHIC UNIT 5
Located in another small conduit in the chamber, about three meters to the right where 
the previous topographic unit is located. This small tube connects the main chamber of La 
Pasiega B with the main gallery. It measures 1,6 meters long and 0,80 m in the widest point. 
To reach this topographic unit there are various possibilities, either entering through the main 
gallery or through the conducts, once reached the point after panel 1.7 taking the left and 
then walk through the chamber or go through the main gallery up until the point it opens up 
into a chamber and taking the left. The itinerary is about 28 m long and can be characterized 
as easy because it can be transited walking in an upright position. 
The two panels that compose this topographic unit, they are located on both sides of this 
QDUURZSDVV1RPRGLᚏFDWLRQV GXULQJ WKH QLQHWHHQ ᚏIWLHV WRRN SODFH RQ WKLV XQLW DQG QR
archaeological remains were found. 
This topographic unit can be characterized as a restricted space because even if it is 3 m2 in 
total, the general lack of space and height in the inside part makes impossible to hold more 
than three people at once. 
Panel 1
Located on the left side of the conduit, in the right wall approximately 3 meters from where 
the previous topographic unit is located. It can be accessed through the chamber following 
the paths we explained above. 
It is located on a wall at a medium height, the vertical distance from the graphic units to 
WKHᚐRRUUDQJHVIURPFPWRFP7KHSDQHOFRPSULVHVWZRJUDSKLFXQLWVERWKQRQ
ᚏJXUDWLYH DQG VRPH RWKHU HQJUDYHG OLQHV 7KH URFN VXUIDFH WKDW FRQVWLWXWHV WKH SDQHO LV





sign that has not been closed on its left side, the technique used to depict it was drawing 
with a red colorant pencil, it is poorly conserved, most of the pigment has disappeared. The 
VHFRQGRQHLVSRVLWLRQHGRYHUWKHOHIWVLGHRIWKHᚏUVWRQHDQGLWZDVWUDFHGRYHULWLWLVD
JULOOW\SHVLJQFRQVWLWXWHGE\ᚏYHREOLTXHYHUWLFDOOLQHVDQGDKRUL]RQWDORQHFURVVLQJRYHUWKH
other lines in the bottom part. It was engraved with a wide but shallow incision using a single 
outline. The position the artist(s) had to acquire was either upright or leaning forward. 
Visibility is low because of the poor conservation and because of the small size of both 
graphic units, due to the lack of space around, the area of maximum visualization is very 
limited, about 1 m2 meaning two people at most could see the panel at the same time. The 
optimal visualization point would be limited to only one person (0,2 m2) in front of the panel. 
(Fig. 11.24 
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Located on the other side of the conduit the place where it is placed can be accessed either 
going through it or going around through the main gallery. 






would not have changed much. 
7KHᚏUVWGHSLFWLRQLVDQLQGHWHUPLQDEOHTXDGUXSHGSRVVLEO\DGRHRUDVPDOOLEH[RQO\WKH
upper part of the body was depicted drawing with a charcoal stick in a single outline. The 
VHFRQGGHSLFWLRQ LV VHSDUDWHG IURP WKHSUHYLRXVRQHE\DᚏVVXUHRQ WKHZDOO LW FRQVLVWV
RIᚏYHHQJUDYHG OLQHV LQDYHUWLFDOREOLTXHSRVLWLRQDOORI WKHPDUHZLGHEXWVKDOORZ7KH
position the artist(s) acquired to draw this graphic unit was standing but leaning forward. 
Visibility is low due to the location in a quite low place and because of their size, they are 
also located in kind of a hidden spot, not in the passageway, they can be seen in an upright 
position. The area of maximum visualization is 2,2 m2, it could potentially be watched by 
people in an upright position, the optimal point of visualization would be limited to in front of 
the panel (0,5 m2) and to one person (Fig. 11.25). 
6.1.6.TOPOGRAPHIC UNIT 6 
Constituted by a conduct located in the south part of the upper gallery that is topographic unit 
7. The access is done going through either of the entrances and through the main gallery 





it is required to climb for a couple of meters. In the south side of this part starts a conduct, a 
chimney, which goes up and closes a couple of meters after the start. 
7KHWRSRJUDSKLFXQLWLVDERXWPORQJE\PZLGHDWWKHVWDUWLWGHFUHDVHVSURJUHVVLYHO\
in size, and it has a general upward direction. The single panel that composes the unit is 
located on its right wall. 
1RPRGLᚏFDWLRQVWRRNSODFHLQWKLVSDUWRIWKHJDOOHU\RWKHUWKDQVRPHFDEOHVLQWKHLQVLGH
SDUWRIWKHᚐRZVWRQHWKDWFRQVWLWXWHVWKHDFFHVV1RDUFKDHRORJLFDOUHPDLQVZHUHIRXQGLQ
this topographic unit. 
7RSRJUDSKLFXQLW LVGLᚑFXOW WRFKDUDFWHULVH LWKDVDQDYDLODEOHVSDFHRIPEXW LWV
morphology does not allow more than one person inside of it, on the other hand, it is possible 
to see the main panel from the outside of the topographic unit for at most three people.
Panel 1
Located in the south part of the gallery, in the chimney about 1,2 m from the beginning of 
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LWDQGRQDFRQFDYLW\7KHYHUWLFDOKHLJKWIURPWKHᚐRRURIWKHJDOOHU\WRWKHSRLQWZKHUHWKH
single graphic unit of the panel is located is about 200 cm. It comprises a single depiction, 
QRQᚏJXUDWLYHDQGVPDOO UHGVWDLQV7KH URFNVXUIDFH LV OLPHVWRQH\HOORZLVK LQ WRQHZLWK
VRPHVHFRQGDU\FDOFLᚏFDWLRQV LW LVVPRRWKᚐDWDQGKDVFUHYLFHV7KHᚐRRU LQWKHRXWVLGH
SDUWRIWKHJDOOHU\LVᚐDWKLJKHUWKDQLQWKHUHVWRIWKHJDOOHU\LQWKLVSDUWVRPHPRGLᚏFDWLRQV
WRRNSODFHEXWWKH\GRQRWVHHPWRKDYHFKDQJHGWKHVSDWLDOFRQᚏJXUDWLRQVLQFHLWVHHPV
that only pertain to the lighting system (cables). 




in an upright position. The angle from where the depiction can be seen is very limited since 
it is located in the chimney, the area of maximum visualization from the topographic unit is 
limited to 1,7 m2, meaning three people at once could see the depiction. The point of optimal 
visualization is reduced to the point in front of the depiction (0,46 m2) thus only one person 
(Fig. 11.26). 




Topographic unit 7 is located in a secondary and concealed gallery. It is situated on an upper 
level, the only access available nowadays is from the main chamber of this part of the cave. 
Access to this part of the cave is described in the previous topographic unit. The depictions 
are distributed in this gallery that decreases in size progressively until it becomes a gap that 
constitutes the access to topographic unit 8. The panels are located mostly on the right side 
of the gallery, always in the transition between the wall and the ceiling. 
7KHJDOOHU\LVNLQGRIVSDFLRXVLQLWVᚏUVWSDUWLWLVSRVVLEOHWRVWDQGXSDQGZDONDURXQGWKH
ᚏUVWPHWHURUVRDᚐRZVWRQHIRUPDWLRQRFFXSLHVWKHULJKWVLGH7KH OHIWVLGH ORZHUVGRZQ
VXEVWDQWLDOO\PDNLQJ WKH WUDQVLW LQDQXSULJKWSRVLWLRQ LPSRVVLEOH LQ WKHᚏUVWSDUW LW LV VWLOO
possible to transit on the knees but in the last couple of meters it is necessary to crawl to 
reach the entrance to the topographic unit 8. The gallery is 8,7 m long by 2,3m in the widest 
part and 0,47 in the narrowest. 
1RPRGLᚏFDWLRQVWRRNSODFHLQWKLVSDUWRIWKHJDOOHU\RWKHUWKDQVRPHFDEOHVLQWKHLQVLGH
SDUWRIWKHᚐRZVWRQHWKDWFRQVWLWXWHVWKHDFFHVV1RDUFKDHRORJLFDOUHPDLQVZHUHIRXQGLQ
this topographic unit. 
7RSRJUDSKLF XQLW  FDQ EH FKDUDFWHUL]HG DV DQ RSHQ VSDFH P LWV ᚏUVW SDUW FRXOG
EHRFFXSLHGE\WKUHHSHRSOHDWRQFHWKHUHVWRIWKHJDOOHU\LVFRQVWULFWHGDURXQGP
meaning only two or three people. 
Panel 1
/RFDWHGLQWKHᚏUVWSDUWRIWKHJDOOHU\EXWLQWKHSRLQWWKDWWKHFHLOLQJORZHUVGRZQVLJQLᚏFDQWO\




The only depiction of this panel is a red pigment stain, it probably constituted a triangular 
VLJQEXWSRRUO\FRQVHUYHGQRWDOORZLQJDGHᚏQLWLYHLGHQWLᚏFDWLRQ7KHWHFKQLTXHLVGLᚑFXOWWR
determinate due to the same conservation problem. The position the artist acquired to draw 
it was probably in an upright position. The access is the same as the previous panel as it is 
ORFDWHGLQWKHᚏUVWSDUWRIWKHWRSRJUDSKLFXQLW
Visibility is nowadays low because it is washed out but its location would ensure a better 
YLVLELOLW\IURPWKHᚏUVWSDUWRIWKHJDOOHU\%HFDXVHRIWKHURFNVXUIDFHGLUHFWLRQDOLW\LWZRXOG
be impossible to see from the entry point to the gallery, reducing the area of maximum 
visualization (0,8 m2) and the point of optimal visualization (0,2 m2) to only one person at the 
same time (Fig. 11.27). 
Panel 2






The only graphic unit of the panel is a partial representation of a hind, the head, and long ears, 
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Fig.11.27. Panel 1.Location and depiction
Fig.11.28. Panel 2. Location




with a very sharp instrument. The position the artist had to acquire to draw the representation 
was probably crouching due to the height if the ceiling. 
The access is the same as the general access to the topographic unit but once reached the 
SRLQWRIWKHSUHYLRXVSDQHOLWUHTXLUHVWRFURXFKRUVLWRQWKHᚐRRU9LVLELOLW\LVORZGXHWRWKH
WHFKQLTXHXVHGDQGWKHSRVLWLRQLQWKHFHLOLQJ7KHRQO\SRVLWLRQDYDLODEOHWRVHHLWLVMXVWLQ
front of the depiction thus, due to the lack of space it is limited to only one person (0,2 m2) 
(Fig. 11.28). 
Panel 3
Located about 90 cm from the previous panel, at the intersection between the wall and the 
FHLOLQJKLJKRQWKHZDOOEXW LQDSODFHZKHUHWKHᚐRZVWRQHLQWKHULJKWVLGHRI WKHJDOOHU\
that narrows the space of the unit which at this point is about 180 cm high but less than 80 
FPZLGH7KHSDQHORFFXSLHVDELJVSDFHZLWKVHYHUDOGHSLFWLRQVLWLVORFDWHGDWDPHGLXP
ORZKHLJKWWKHYHUWLFDOGLVWDQFHIURPWKHJUDSKLFXQLWVWRWKHᚐRRUUDQJHVIURPWR
cm. The panel comprises three graphic units and some red stains that do not seem to be 
connected to any of the depictions. The rock surface of the panel is limestone in some parts 
LQDSURFHVVRIGHFDOFLᚏFDWLRQLWLVLQJHQHUDOVPRRWK\HOORZRUDQJHLQFRORXUZLWKFUHYLFHV








and interior quartering–. The deer was engraved over the horse, the lines of it cut the lines 
of the previous depiction, it was traced with multiple lines for the outline in the cervical-dorsal 
line and the head, in other parts of the body, a single outline was utilized. The engraving 
was done by incision with a very sharp tool and shallow lines. Finally, the ibex was traced 




because it is almost impossible to be in a normal upright position in this gallery. For the ibex 
DVLWWLQJRUFURXFKLQJSRVLWLRQDOVROHDQLQJRYHUWKHᚐRZVWRQHLVPRUHIHDVLEOH
The access is easy, but it requires crouching to get to the point of the panel but only for 
a couple of meters. Visibility is low because it requires reaching the point in front of the 
depictions, they cannot be seen from another point of view.  The most comfortable position to 
VHHWKHPLVVLWWLQJEHORZWKHPOHDQLQJRYHUWKHᚐRZVWRQHWKHDUHDRIPD[LPXPYLVXDOL]DWLRQ
is only 0,5 m2 and thus they can only be seen by one person at the same time, the same 
goes for the optimal visualization point (Fig. 11.29).
Panel 4
Located in a similar position as the previous panel, in the intersection between the wall and 
the ceiling, about one meter to the right of panel 4. It is positioned nonetheless in a lower 
VSRWWKHYHUWLFDOGLVWDQFHIURPWKHJUDSKLFXQLWVWRWKHᚐRRULVDERXWFPIRUERWKRIWKHP
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There are two graphic units and some red stains. The rock surface is yellow limestone and 
VRPHFDOFLWHIRUPDWLRQVWKHVXUIDFHLVVLQXRXVVPRRWKHYHQWKRXJKLWKDVVRPHFUHYLFHV
7KHᚐRRUEHORZWKHSDQHOLVᚐDWDQGKDVQRWEHHQFKDQJHGUHFHQWO\




details as the eye and a line to divide the head were traced. Technique varies in the two of 
WKHPWKHUHGOLQHZDVWUDFHGZLWKDVLQJOHRXWOLQHXVLQJDSLJPHQWSHQFLORQWKHRWKHUKDQG
the horse’s head was traced by incision with a blunt instrument creating a deep and wide 
line. The position the artist(s) had to acquire would have been sitting down or crouching on 
WKHᚐRRUEHORZWKHGHSLFWLRQV
The access to the panel is the same as the previous one, continuing only a meter forward. 
Visibility is low, limited to the point in front of the depictions, the orientation of the panel do not 
allow to see them from the distance, and the small size of the engraving reduces the visual 
ᚏHOGPDNLQJSRVVLEOHWRVHHE\RQO\RQHSHUVRQP (Fig. 11.31).
Panel 5
Located on the ceiling of the gallery in a much more constricted space. At this point the 
JDOOHU\KDVORZHUHGGRZQVLJQLᚏFDQWO\PDNLQJWKHWUDQVLWWKURXJKLWPRUHGLᚑFXOWLQWKLVFDVH
the depictions are located in the central part of the gallery rather than in the right side and in 
DKRUL]RQWDOSRVLWLRQLQUHODWLRQWRWKHᚐRRU




in a very simplistic manner, only the frontal part, and without any details, part of the cervical 
OLQHZDVVXEVWLWXWHGE\QDWXUDOVPDOOKROHV1H[WᚏJXUHLVKDUGWRGHWHUPLQHLWFDQEHHLWKHUD
hind or an ibex with short horns (5.10), only the head was traced without any details, the last 
depiction is very similar and has the same characterization problems, it could be either a hind 
or an ibex (5.11). All of them were traced using the same technique, engraved by incision 
ZLWKDYHU\VKDUSREMHFWWKDWFUHDWHVᚏQHOLQHVWKDWZHUHUHSHDWHGFUHDWLQJDPXOWLSOHRXWOLQH
7KHSRVLWLRQWKHDUWLVWVKDGWRDFTXLUHZDVSUREDEO\OD\LQJGRZQRQWKHᚐRRURIWKHFDYH
due to the height of the ceiling at 
this point. 
The access is the same as the 
previous panels though once 
reached the point were the 
depictions are located it requires 
to lay down either on the back 
or the stomach to keep on going 
through the unit. Visibility is 
very low due to the location of 
WKH ᚏJXUHV DQG WKH WHFKQLTXH
utilized to trace them, the area 
of maximum visualization and 
the point of optimal visualization 
coincide (0,6 m2) due to the 
Fig.11.30. Panel 5. Location
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Fig.11.31 Panel 4. General view, location and depiction
Fig. 11.32 Panel 6. General view and location
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restricted space and limits the visualization possible only to one person at a time (Fig. 11.30). 
Panel 6
Located at the same point the previous panel but parallel in position to panel 4, it is on the 
LQWHUVHFWLRQEHWZHHQWKHZDOODQGWKHFHLOLQJRYHUWKHᚐRZVWRQHIRUPDWLRQRQWKHULJKWVLGH
of the gallery. 









possibly an ibex (6.13) because it has short horns but since it is a very partial representation, 
LWLVGLᚑFXOWWRFHUWLI\7KHODVWRQHLVVXSHULPSRVHGWRWKHSUHYLRXVᚏJXUHLWLVWKHFRPSOHWH
body of an animal (6.14), positioned head down, it is very disproportionate with a  small head, 
DQGDELJERG\LQFRPSDULVRQPDNLQJWKHLGHQWLᚏFDWLRQGLᚑFXOWGXHWRWKLVIDFW7HFKQLTXHIRU




Access is the same as for panel 4 continuing in an entering direction for about one meter. 
9LVLELOLW\LVYHU\ORZWKHWHFKQLTXHDQGWKHORFDWLRQRIWKHSDQHOPDNHWKHᚏJXUHVYHU\KDUGWR
see even considering the proximity of the observer. Area of maximum visualization and point 
of optimal visualization coincide once more and are limited to 0,2 m2 in front of the panel 
restricting the visualization to one person at a time (Fig. 11.32). 
Panel 7
The last panel of the cave is located in a limestone protrusion that the ceiling creates meaning 
LWLVLQDQREOLTXHSRVLWLRQLQUHODWLRQWRWKHᚐRRUHYHQLILWLVSODFHGRQWKHFHLOLQJRIWKHJDOOHU\
about 90 cm from panel 6. 
It is located in an oblique panel at a low height, the vertical distance from the single non-
ᚏJXUDWLYHJUDSKLFXQLWWKDWFRPSRVHVWKHSDQHOLVFP$URXQGWKLVSDQHODQGLQEHWZHHQ
this and the previous two panels there are isolated red stains and some engraved lines 
WKDWGRQRWVHHPWRFRQᚏJXUHDQ\JUDSKLFXQLW7KHURFNVXUIDFHWKDWFRPSRVHVWKHSDQHO
LV\HOORZOLPHVWRQHVPRRWKDQGᚐDWZLWKVRPHFUHYLFH7KHᚐRRUDWWKLVSRLQWUDLVHVVRPH
centimeters making the space at this point of the gallery even more constricted. The access 
nonetheless is probably the same as the previous panel, either sitting or crouching on the 
right side where there is more space to move around. 
7KHVLQJOHGHSLFWLRQ LVDFORXGRISRLQWV WHQWREHPRUHVSHFLᚏF WKDWDUHVHSDUDWHGIURP




entering the topographic unit from where it can be seen. However, as for the rest of the 
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panels of the unit, the area of maximum visualization and the optimal point of view coincide 
making an area of 0,5 m2 and thus limiting it to the point in front of the sign (Fig. 11.33). 
6.1.8.TOPOGRAPHIC UNIT 8
Located in a small chamber that opens up after the constriction of the gallery that constitutes 
the previous topographic unit. Both are located on an upper level in relation to the main 
gallery. There are two possible accesses: going through the topographic unit 6, and through 
D VWHHS FRQGXLW WKDW VWDUWV LQ D KLGGHQ FRUQHU MXVW EHIRUH WKH VWDUW RI WRSRJUDSKLF XQLW 
Through the main gallery, the path is about 38,4 m and through the conducts in front of 
the right entrance, the path is 32,7 m. The passageway is more complicated than for other 
units on this part of the cave. It requires walking in an upright position to the main chamber, 
FOLPELQJWKHᚐRZVWRQHWKDWFRQVWLWXWHVWKHDFFHVVWRWKHXSSHUJDOOHU\DQGFUDZOLQWKHODVW
parts of it. The entrance is very constricted making possible only for one person to entry the 
unit at the same time. The progression, nonetheless, is not very complicated and short. The 
OLJKWLQJLQWKHJDOOHU\KDVWREHDUWLᚏFLDOVLQFHLWKDVQRFRQQHFWLRQWRWKHHQWUDQFH
The chamber is 4,3 m long and 2,6 m at the widest and only 0,6m at the narrower, height is 
also constricted being the maximum 1,1 m and 0,3 at the lowest, it is more the less round 
DQG KDV DQRWKHU FRQGXFW WKDW RSHQV RQ WKH QRUWKHUQ VLGH RI WKH FKDPEHUZH WKLQN WKDW
this conduct could have not been used as an entrance because it is very narrow and has 
a high gradient. The panels are distributed in the walls, the ceiling and limestone pendants 
WKDW FUHDWH VXUIDFHV LQ DQ REOLTXH SRVLWLRQ WKHUH DUH VHYHQ SDQHOV WKDWZHZLOO GHVFULEH
subsequently. 
No archaeological remains were found in this topographic unit. Some adaptation might have 
taken place in the entrance part since it looks it might have been widened to allow a more 
Fig. 11.33. Panel 7. General view, location and depiction
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HDV\HQWUDQFHWRWKHXQLW7KHᚐRRUDQGWKHZDOOVKDYHQRWEHHQPRGLᚏHGUHFHQWO\
Topographic unit 8 can be characterized as a restricted space since it cannot hold more than 
three people at once (6 m2–only three people lying down–). The space is very limited, and 
most spaces require to lay down, the only spot where a sitting position can be acquired is in 
front of the panel two, in the rest of the parts the only position possible is laying down, either 
over the back or the stomach. 
Panel 1
/RFDWHGRQ WKH OHIW VLGHRI WKHFKDPEHU EHVLGH WKHHQWUDQFHDQGD YHUWLFDO ᚐRZVWRQH ,W
is situated at a point where a short limestone chimney starts making this point one of the 
few where the height of the ceiling is a bit higher than a meter making possible to sit down. 
The panel is located on the wall at a low height, the vertical distance from the graphic unit 
WR WKH ᚐRRU LV  FP 7KH SDQHO FRPSULVHV D VLQJOH JUDSKLF XQLW  DQG VRPH DQLPDO
PDUNLQJV7KHURFNVXUIDFHWKDWFRQVWLWXWHVWKHSDQHOLVGHFDOFLᚏHGOLPHVWRQHVRIWVPRRWK
DQGFRQFDYH7KHᚐRRULVᚐDWDQGPRVWO\KRUL]RQWDOQRPRGLᚏFDWLRQVWRRNSODFHLQWKLVSDUW
of the unit. 
7KHVLQJOHGHSLFWLRQLVQRQᚏJXUDWLYHLWLVDOLQHDUHQVHPEOHWKDWFUHDWHVDVLJQLWLVFRPSRVHG
of various straight lines and curved lines both in a horizontal disposition. The technique is 
HQJUDYLQJZLWKDEOXQWREMHFWWKDWOHDYHVDGHHSDQGZLGHLQFLVLRQ7KHSRVLWLRQWKHDUWLVWKDG
to acquire was probably sitting down due to the lack of space. 
Visibility is low due to the small size of the engraving and its location on a side of the small 
FKDPEHU YLVXDOL]H LW UHTXLUHV SUR[LPLW\ DQG WKDW UHGXFHV WKH YLVXDO ᚏHOG 7KH DUHD RI
maximum visualization, which coincides with the point of optimal visualization since it is in 
front of the panel, is around 0,4 m2 limiting the visualization to only a person at a time in a 
sitting position (Fig. 11.34). 
Panel 2
Located on the south side of the chamber about 2,5 m from the entrance point and 2,2 
m from the previous panel. It is situated on a wall at a low medium height since it is also 




the colour is greyish-brownish because the panel stands out and its a concavity and has 
FROOHFWHGGXVWLWLVVPRRWKVRIWDQGFRQFDYH7KHᚐRRULVKRUL]RQWDOZLWKDVOLJKWJUDGLHQWLQ
the direction of the other conduct.
7KHJUDSKLFXQLWVDUHERWKᚏJXUDWLYHDQGQRQᚏJXUDWLYH6WDUWLQJ IURP WKH OHIW VLGHRI WKH
SDQHOWKHᚏUVWGHSLFWLRQRIWKHSDQHOLVDOLQHDUHQVHPEOHFRPSRVHGRIVHYHUDOFXUYHGOLQHV
and two straight ones on the right side. Next graphic unit is located to the right, it is also a 






a single outline (2.2 and 2.5) and the rest with a multiple outline. The position the artist had 
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Fig.11.34. Panel 1. Location and depiction
Fig.11.35 Panel 2. Location and depiction
Fig.11.36 Panel 3. General view and location
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to acquire to engrave the depictions was probably sitting down due to the lack of space and 
the height of the depictions. 
The access is the same as for the whole topographic unit. Visibility is medium because of the 
deep engraving and the location of the depictions in a panel that is in a more spacious part 
RIWKHFKDPEHUDQGDOVRDWDKHLJKWWKDWDOORZVVHHLQJLWZLWKRXWPXFKGLᚑFXOW\7KHSRVLWLRQ
required to see them is sitting, the area of maximum visualization and the optimal point of 
view are very similar, around 0,8 m2 meaning only one person could see them at a time (Fig. 
11.35).
Panel 3
/RFDWHGERWK LQ WKH FHLOLQJ DQG LQ DQREOLTXHSDQHO LQ UHODWLRQ WR WKH ᚐRRU LQ IURQW RI WKH
previous one and opposed to it. The panel is located at a much less height than the previous 
RQH DQG WKXV DW D ORZKHLJKW ERWK KRUL]RQWDOO\ DQG VXEYHUWLFDOO\ LQ UHODWLRQ WR WKH ᚐRRU
WKHYHUWLFDOGLVWDQFHIURPWKHJUDSKLFXQLWVWRWKHᚐRRUUDQJHVIURPWRFPLQDYHU\
VPDOOVSDFH)LYHJUDSKLFXQLWVFRPSRVHWKHSDQHODOORIWKHPDUHᚏJXUDWLYHDQGWKHUHLV
also some isolated engraved lines. The rock surface that constitutes the ensemble is very 
VLPLODUWRWKHRQHLQWKHZKROHWRSRJUDSKLFXQLWJUH\LVKOLPHVWRQHLQDGHFDOFLᚏFDWLRQSURFHVV
meaning it is soft and generally smooth, in this case the panel is sinuous, presenting several 
VXUIDFHV7KHᚐRRUEHQHDWKWKHSDQHOLVᚐDWDQGHYHQWKRXJKLWKDVDVOLJKWJUDGLHQW
First depiction, 3.7 is a hind, completely depicted with a very big body and a small head 
it has eight lines that were traced over the chest and belly area. The next depiction is an 
LEH[DOVRZLWKDIXOOERG\DQGDOLQHWKDWFURVVHVRYHUWKHERG\LVWKHᚏJXUHRIDQ
indeterminable quadruped very simplistically traced, with only the head and the neck, the last 




and 9 and laying down over the back with a raised arm for 10 and 11. 
Visibility is low for all the depictions, they require direct light to see them, and proximity due 
to their location is key. The placement on the ceiling and on a pendant make imperative to 
be in front to observe them. Because of this the area of maximum visualization is not more 
than 0,6 m2 and the point of optimal visualization is in front or beneath each of the depictions. 
Both are limited to one person at a time either sitting or laying down, the lack of space would 
not permit two people, one sitting and one laying down at the same time (Fig. 11.36). 
Panel 4
/RFDWHGRQWKHZDOOLQDQREOLTXHSDQHOLQUHODWLRQWRWKHᚐRRULQWKHQRUWKZDOO,WLVWKHIDUWKHU




LW LVPRVWO\ᚐDW7KHᚐRRUEHORZWKHSDQHO LVVLPLODU WRWKHUHVWRI WKHWRSRJUDSKLFXQLWQR
PRGLᚏFDWLRQVWRRNSODFHLQWKLVSDUWRIWKHXQLW





The position the artist had to acquire was laying down since the height of the ceiling does 
not allow to sit down. Nonetheless, the depiction is high, so maybe the author would have 
needed to prop himself or herself on an elbow to reach the panel. 
The access to the point where the panel is located is obligatorily crawling either on the belly 
or the back because of the lack of space. 
Visibility is low, and it is accentuated by the fact that it is an isolated depiction in the farthest 
decorated part of the chamber. Area of maximum visualization corresponds with the point 
of optimal visualization and it is limited to 0,3 m2 meaning only one person could see the 
depiction and in an awkward position because of the location of the panel in a subvertical 






process meaning it is soft and smooth, concave in the ceiling and convex in the pendants, 
VRZHFDQFRQVLGHULWVLQXRXV7KHᚐRRUXQGHUWKHJUDSKLFXQLWVLVYHU\VLPLODUWRWKDWRIWKH
SUHYLRXVSDQHOVQRPRGLᚏFDWLRQVZHUHPDGHWRWKHᚐRRUFRQᚏJXUDWLRQ
7KH ᚏUVW GHSLFWLRQ RI WKH SDQHO VWDUWLQJ IURP WKH OHIW LV DQ XQGHWHUPLQDEOH TXDGUXSHG
(5.13), possibly a cervid or a caprid but the head was not depicted making impossible the 
LGHQWLᚏFDWLRQ8QGHULWDQLEH[ZDVGHSLFWHGLWLVXQᚏQLVKHGDQGWKHLPSOHPHQWDWLRQ
of the horns and the body is not correct. To the right of these two depictions there are other 
two, in the left a horse (5.15) depiction represented completely but for the legs and on the 
right the head of an ibex (5.16). The technique utilized to trace them was, in all cases, 
HQJUDYLQJZLWKDVKDUSREMHFWXVLQJYHU\OLWWOHSUHVVXUHWRFUHDWHDVKDOORZOLQH7KHRXWOLQHLV
LQDOOFDVHVWUDFHGZLWKDVLPSOHOLQHRQO\LQWZRFDVHVWKHLQWHULRURIWKHᚏJXUHZDVᚏOOHGZLWK
lines, for 5.16 a multiple traces were utilized in the dorsal line. The position the artist had to 
DFTXLUHWRHQJUDYHWKHᚏJXUHVZDVSUREDEO\O\LQJGRZQRQWKHEDFNLQWKHFDVHRIWKHFHLOLQJ
depictions and maybe propped up on an elbow to reach the highest parts. 
Visibility is low, because of the chosen technique. Nonetheless, because there are more 
ᚏJXUHVDQGWKDWLWLVORFDWHGLQWKHFHQWUDOSDUWRIWKHFKDPEHULPSURYHVDELWWKHYLVLELOLW\7KH
area of maximum visualization also corresponds with the optimal point of view because of the 
lack of the space, and it is limited to an area of 0,5 m2, limiting it to one person at a time in a 
lying down position, kind of awkward as the one in the panel before (Fig. 11.38). 
Panel 6
Located beside the previous panel entirely in the ceiling. It is located at a low height, the 
YHUWLFDO GLVWDQFH IURP WKH JUDSKLF XQLWV WR WKH ᚐRRU UDQJHV IURP WR  FP7KHSDQHO
FRPSULVHVHLJKWJUDSKLFXQLWVDOORIWKHPᚏJXUDWLYHDQGVRPHLVRODWHGHQJUDYHGOLQHV7KH
URFN VXUIDFH RI WKH SDQHO LV JUH\LVK OLPHVWRQH LQ D GHFDOFLᚏFDWLRQ SURFHVV LW LV VRIW DQG




because of the disposition of the horns, and an undeterminable quadruped (6.19). To the 
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Fig.11.37. Panel 4. General view and location
Fig. 11.38. Panel 5. General view and location
Fig. 11.39 Panel 6. General view and location
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ULJKW WKHUH LVDQRWKHUGHSLFWLRQRIDQ LEH[ LQFRPSOHWHEXWZLWKKRUQVDQG MX[WDSRVHG WR LW
DFRPSOHWHLEH[ZDVWUDFHGMX[WDSRVHGWRERWKRIWKHVHHQVHPEOHVDWKLUGDQGIRXUWKLEH[
were traced, 6.22 very detailed and with movement in the rear legs and 6.23 much simpler 
but with equally big horns. Finally, close to the wall, is the last depiction, 6.24 a deer with a 
YHU\VLPSOHRXWOLQHEXWELJKRUQV7KHWHFKQLTXHLVLQDOOFDVHVHQJUDYLQJZLWKDVKDUSREMHFW
XVLQJYHU\ OLWWOHSUHVVXUH WRFUHDWHDVKDOORZ OLQH WKHRXWOLQH LV LQDOOFDVHV WUDFHGZLWKD
VLPSOHOLQH7KHSRVLWLRQWKHDUWLVWKDGWRDFTXLUHZDVO\LQJGRZQRQWKHᚐRRUZLWKWKHDUP
reaching out. 
Visibility is low due to the technique utilized, but the accumulation of depictions makes it 
easier to see the ensemble. Nonetheless, the lack of space as in the rest of the topographic 
unit makes impossible to see them in any position that it is not lying down. The area of 
maximum visualization for the whole panel is around 0,7 m2 meaning only one person lying 
down at a time, the point of optimal visualization is restricted to the point exactly below each 








Depictions are distributed in two heights, in the lower part of the panel, there is a composition, 
WZRᚏJXUHVLQIURQWRIHDFKRWKHUERWKYHU\VLPLODULQVW\OHDQGWKHPH7KH\FDQEHFKDUDFWHUL]HG
as ibex (7.25 and 7.26), and format (total) they are represented moving, seemingly marching 
WRZDUGVHDFKRWKHU ,QDQXSSHU OHYHODQRWKHU LEH[ LQWKLVFDVHMXVW WKHKHDGZDV
UHSUHVHQWHG7KH WHFKQLTXH LV LQDOO FDVHVHQJUDYLQJZLWKD VKDUSREMHFW XVLQJYHU\ OLWWOH




them visible from a little farther, but the position required to see them due to the lack of space 
Fig. 11.40. Panel 7. General view and location
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Located in the main gallery at the point where it takes a northern turn after the chamber. 
7KHDFFHVV LV ODE\ULQWKLQHZLWKGLᚎHUHQWSRLQWVRIHQWU\EXWZLWKDVLPLODU LWLQHUDU\7KHVH
DUHFUHDWHGE\OLPHVWRQHZLWKGLᚎHUHQWLDOHURVLRQWKDWFUHDWHGXSWRWKUHHSDVVDJHZD\VWKH
easier one is the one in the left side, the other two are much more restricted and, meanwhile 
WKH ᚏUVW RQH FDQ EH WUDQVLWHGZDONLQJ LQ DQ XSULJKW SRVLWLRQ WKH\ KDYH WR EH SDVVHG E\
crouching or squatting for only a couple of meters. The passageway in the left is the previous 
WRSRJUDSKLFXQLWWKHRWKHUWZRGRQRWKDYHDQ\GHSLFWLRQV,QDOOFDVHVWKHLWLQHUDU\FDQEH
transited walking upright except the two passageways on the left. 
The itinerary to get to the location of the topographic unit is either through the two entrances 
the conducts or the main gallery pass by the chamber and go through the passageways we 
described above. The topographic unit is a gallery about 20 m long, 6,4 m at its widest and 
2,1 m in the narrowest point, the orientation is north, and it is quite straight. Progression can 
EHFKDUDFWHUL]HGDVHDV\DQGVKRUW7KHOLJKWLQJLQWKHJDOOHU\KDVWREHDUWLᚏFLDOLQDOFDVHV
since it has no connection to the entrance. 




removed and lost.  
Topographic unit 9 can be characterized as an open space since it can potentially hold more 







nowadays. Nonetheless, we are going to consider 175 cm as the height of the depictions. 
7KHVLQJOHᚏJXUHRIWKHSDQHOLVDQLEH[WKHXSSHUSDUWWKHKHDGDQGWKHKRUQVLQDVOLJKWO\
oblique position. The technique is engraving, single outline with a shallow but wide incision it 
was traced with less than ten lines. The position the artist acquired to engrave it was upright. 
The access to the panel is the same one described above for the topographic unit. 
Visibility is quite low because of the technique used to trace it and the small size. The fact that 
LWLVLVRODWHGDOVRPDNHVLWGLᚑFXOWWRVHHLWDWᚏUVWVLJKW7KHDUHDRIPD[LPXPYLVXDOL]DWLRQLV
2,2 m2 meaning four people could see it at most, point of optimal visualization is reduced to 
0,5 m2 and thus only one person at a time (Fig. 11.41). 
Panel 2
Located in front of the previous panel in a wall-ceiling transition in front of the point of entry 
to the gallery. It is situated high in the transition between the wall and the ceiling meaning 
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Fig. 11.41.Panel 1. Location, general view and depiction
Fig. 11.42. Panel 2. Location, general view and depiction
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LWLVLQDVXEYHUWLFDOSDQHOLQUHODWLRQWRWKHᚐRRUWKHYHUWLFDOKHLJKWIURPWKHJUDSKLFXQLWWR
WKHᚐRRU LVDURXQGFP7KHURFNVXUIDFH LV OLPHVWRQH LQGHFDOFLᚏFDWLRQSURFHVVVRIW
JUH\ LQ FRORXU FRQFDYHZLWK FUHYLFHV EXW VPRRWK DV DZKROH 7KH JURXQGZDVPRGLᚏHG
DVZHPHQWLRQHGDERYHZHGRQRWNQRZWKHFRQᚏJXUDWLRQRILWEXWWKHZRUNVHQWDLOHGDQ
H[FDYDWLRQRIDERXWWRFPDQGDUHJXODUL]DWLRQRIWKHᚐRRUV
7KHVLQJOHXQLW WKDW FRPSRVHV WKHSDQHO LV ᚏJXUDWLYHDGHHUGHSLFWHGFRPSOHWHO\ WKRXJK
nowadays due to conservation problems some parts (part of the head and anterior extremities) 
have disappeared, it was depicted in a very naturalistic manner. The technique is drawing 
ZLWKDFKDUFRDOSHQFLOZLWKDVLQJOHRXWOLQH7KHSRVLWLRQWKHDUWLVWDFTXLUHGWRGUDZWKLVᚏJXUH
LVUDWKHUGLᚑFXOWWRGHWHUPLQHVLQFHWKHᚐRRUZDVPRGLᚏHGZHDUHJRLQJWRGHGXFWWKHFP
that changed meaning it is about 205 cm meaning he or she had to use some elevation to 
trace it. 
The access to this panel requires walking upright for a couple of meters from the entrance 
point of the panel. Visibility is good because it is located on a high point, at the moment it was 
depicted it must have been very conspicuous, because of its pigmentation. The only thing 
WKDWOLPLWVLWVYLVLELOLW\LVLWVORFDWLRQSDUWO\LQWKHFHLOLQJLWFDQEHVHHQLQDQXSULJKWSRVLWLRQ
from the entrance. 
The angle from where the panel depictions can be seen is around 10 m2 meaning potentially 
up to twenty people could watch the depiction in an upright position. The point of optimal 
visualization is reduced to 1,7 m2 meaning three people at the same time (Fig. 11.42).
Panel 3
Located in a much more narrow part of the same gallery where the previous panels are 
situated. To reach this point it is necessary to advance seven meters in the north direction. A 
single graphic unit composes the panel, situated between the wall and the intersection of the 
FHLOLQJDWDPHGLXPKHLJKWWKHYHUWLFDOGLVWDQFHIURPWKHJUDSKLFXQLWWRWKHᚐRRULVFP,Q
front of it there is a limestone block that partially covers it from the view. The rock surface is 
limestone with some secondary calcite formations, it is smooth, concave, grey in colour and 
KDVVRPHFUHYLFHVDQGVPDOOKROHV7KHᚐRRUKDVEHHQPRGLᚏHGDWWKLVSRLQWRIWKHFDYHLW
was excavated for about ten centimeters and regularized. 
7KHVLQJOHGHSLFWLRQWKDWFRPSRVHVWKHSDQHO LVQRQᚏJXUDWLYH LW LVDSRLQWVFORXGGUDZQ
ZLWK UHGSLJPHQWRQDᚏQJHUSUREDEO\ WKH WKXPEEHFDXVHRI WKHVL]HRIHDFKSRLQW7KH
pigment seems to have transferred because of the humidity of the rock surface covering the 
whole surface with red pigment. The sign was positioned between crevices that limit its size 
al around. The position the artist had to acquire to draw the sign was upright (160 cm if we 
GHGXFWWKHWHQFHQWLPHWHUVRIWKHᚐRRUZRUNVPD\EHVLQFHWKHFHLOLQJLWLVQRWPXFKKLJKHU
the artist would have had to duck the head. 
The access is easy, following the same path(s) to reach the topographic walking upright and 
continuing through the gallery. 
Visibility changes, to see the sign because of the limestone block it is necessary to arrive at 
WKHSRLQWMXVWLQIURQWZKLOHHQWHULQJLQWKHZD\RXWWKHYLVLELOLW\RIWKHVLJQLVEHWWHUEXWLWLV
not visible until the observer has passed the narrowing in the gallery. Also, the fact that it is 
located at a point where it touches the ceiling it makes a bit less visible. On the other hand, 
it is medium-sized and highly pigmented. 
7KHDQJOHWKHYLVLELOLW\SRLQWVFUHDWHDQDUHDRIPWKXVWKHSDQHOFRXOGEHSRWHQWLDOO\
be seen by six people at most. The point of optimal visualization is around 0,7 m2 for two 
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people at most standing up and one squatting down which would improve the perspective on 
it (Fig. 11.43). 
Panel 4




cover a part. 
The panel is located in the ceiling, due to the height of the graphic units we could not measure 
WKHYHUWLFDOGLVWDQFHWRWKHᚐRRUEXWLWLVDSSUR[LPDWHO\P7KHSDQHOFRPSULVHVWZRJUDSKLF





painted, because of the height we could not determine the technique, the other graphic unit 
LVWKHLPSUHVVLRQRIWKUHHᚏQJHUVZLWKDVKRUWWUDLOWKHUHLVDOVRVPDOOGRWVDQGRWKHUPDUNVLQ
red. The artist(s) could have three options to reach the ceiling, using some elevation to reach 
to this point, climbing the walls or maybe elevated in the shoulders of another person would. 
The access to the panel is easy following the same path to reach the previous panel. Visibility 
is medium due to the location, to see the markings it is necessary to look up and since it is 
located in a part of the gallery that it is bent the angle from where the depictions can be seen 
is not very wide. All of them can be seen both entering and going out of the gallery standing 
up. The angle from where the graphic units can be seen is around 4,8 m2 in the entering 
direction and only 1,7 m2 going out, meaning nine people at most could see them entering 
and only three going out. The point of optimal visualization is restricted to two people (1,3 
m2) and one person (0,4 m2) respectively (Fig. 11.44).
Panel 5
/RFDWHGRQWKHOHIWZDOORIWKHJDOOHU\LQWKHODVWPHWHUVRILWMXVWDIWHULWFXUYHVVOLJKWO\EHIRUH
it ends generating a big and concave surface that holds the graphic units that compose 
the panel. It is located at various heights in the wall, the vertical distances from the graphic 
XQLWVWRWKHᚐRRUUDQJHEHWZHHQFPWRDURXQGFP,WFRPSULVHVVL[JUDSKLFXQLWV
ERWKᚏJXUDWLYHDQGQRQᚏJXUDWLYHDQGVRPHLVRODWHGHQJUDYHGOLQHV7KHURFNVXUIDFHWKDW
constitutes the ensemble is limestone whitish-greyish in tone, concave in general but since 
it is such a very big panel is polymorph, depending on the location of the depiction. In some 
SDUWV WKH OLPHVWRQH KDV GHFDOFLᚏHG VRIWHQLQJ WKH VXUIDFH LW DOVR KDV FUHYLFHV DQG VPDOO
KROHV7KHᚐRRULQWKLVSDUWRIWKHJDOOHU\ZDVH[FDYDWHGIURPFPWRFPGHHS
7KHᚏUVWGHSLFWLRQ LQ WKH OHIWSDUWRI WKHSDQHO LV WKHHQJUDYLQJRIDᚏVKDPRUHDFFXUDWH
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Fig. 11.43. Panel 3. Location, general view and depiction









lines crossed by other lines in a horizontal position, the interpretation made by Castillon is not 
certain, so we included it in our database as a line ensemble. 
The access is the same as in the previous units, following the gallery almost until it leads 
into other corridors walking in an upright position. Visibility varies depending on the graphic 
XQLWVWKHHQJUDYHGRQHVDUHKDUGHUWRVHHDQGUHTXLUHVRPHSUR[LPLW\RQWKHRWKHUKDQG
the painted depictions are more visible, and since the gallery is rather narrow, they are visible 
passing through. All of them can be seen in an upright position. 
7KHDQJOHIURPZKHUHWKHGHSLFWLRQVFDQEHVHHQLVGHWHUPLQHGE\WKHVKDSHRIWKHJDOOHU\
they cannot be seen until the observer has reached the point where the gallery bends and 
the same goes for the outgoing direction. This creates a wide angle of about 8 m2 meaning 
16 people could see the panel at the same time but not all the depictions, the point of optimal 
visualization is reduced to the point in front of each of the depictions meaning only two or 




Access to this unit requires following the main gallery path from either of the entrances 
described in previous units, the itinerary to reach to the niche is 48 m long following the 
main gallery path and 43,5 m following the conducts in front of the entrance path. It can be 
traversed walking in an upright position, and the progression can be characterized as easy 
DQGVKRUW7KHOLJKWLQJLQWKHJDOOHU\KDVWREHDUWLᚏFLDOLQDOOFDVHVVLQFHLWKDVQRFRQQHFWLRQ
to the entrance. 
7KHQLFKHLVDERXWPORQJE\PZLGHWKHKHLJKWLVPRUHWKDQWKUHHPHWHUVLWKDV
RQO\RQHSDQHOWKDWFRPSULVHVDVLQJOHᚏJXUH1RDUFKDHRORJLFDOUHPDLQVZHUHIRXQGLQWKLV
topographic unit and due the adaptation works that took place any existing rests were removed 
and lost. These work included a registry box for the lighting system, making impossible to 
UHFRQVWUXFWKRZWKHᚐRRUORRNHGOLNHLQWKLVSDUW
Topographic unit 10 can be characterized as a restricted space since it only has 1,5 m2 of 
available space meaning only three people at most, and very constricted, could enter the 
space at once. 
Panel 1
Located in the niche that constitutes the topographic unit, it is situated more concretely in a 
concave part at a low-medium height, the vertical distance from the single graphic unit that 
constitutes the panel is 125 cm in a very small space. The rock surface is limestone, grey in 
FRORXUVPRRWKDQGKDUGLWVJHQHUDOIRUPLVFRQFDYHDQGKDVVRPHFUHYLFHVDQGKROHV7KH
ᚐRRULVQRZDGD\VKRUL]RQWDOEXWKDVEHHQH[WHQVLYHO\PRGLᚏHGDVZHPHQWLRQHGDERYH
The single depiction that composes the panel can be characterized as an ibex, the upper 
SDUWRILWLWZDVWUDFHGZLWKDGHHSDQGZLGHLQFLVLRQDQGDVLQJOHRXWOLQHEHFDXVHRIWKLVLW
is visible with frontal light. The position the artist had to acquire was probably either leaning 





used to trace it. The area of maximum visualization and the optimal point of view, in this case, 
FRLQFLGHEHFDXVHRIWKHOLPLWHGVSDFHRIWKHWRSRJUDSKLFXQLWDQGLWLVDERXWPPHDQLQJ
only one person can see it at once (Fig. 11.46).
*DOOHU\$(Fig. 11.47)
6.2.1.TOPOGRAPHIC UNIT 1 
7RSRJUDSKLFXQLWLVFRQVWLWXWHGE\DSSUR[LPDWHO\PRIWKHPDLQJDOOHU\LWVWDUWVMXVWDIWHU
the galleries intersection. Gallery B leads into the main gallery that constitutes both Gallery 
A and D. Taking the right direction begins topographic unit 1, which nowadays is quite open 
GXHWRUHFHQWPRGLᚏFDWLRQVZHZLOOH[SODLQVXEVHTXHQWO\
7KHJDOOHU\LVDFODVVLFWXEHWKDWDIWHUWKHᚏUVWPHWHUVUHGXFHVLQVL]HTXLWHDORW7KLVLVGXH
to the geological formation of the gallery, which developed in several phases leaving calcite 
DQGOLPHVWRQHOHGJHVRIGLᚎHUHQWLDOHURVLRQLQERWKVLGHV,QWKHᚏUVWPRIWKHJDOOHU\WKH
GLᚎHUHQWLDOHURVLRQFDXVHGDFROODSVHOHDYLQJDFDOFLWHDQGOLPHVWRQHOHGJHWKDWGLYLGHVWKH
wall into two parts. After these 10 meters the ledge did not exist anymore, a gradient slope 
PDNHVWKHJDOOHU\PRUHFRQVWULFWHG1RZDGD\VWKLVGLᚎHUHQFHLVQRWWKDWREYLRXVEHFDXVHRI
the adaptation works. A narrow path was created excavating the middle part of the gallery 
WKHFHQWUDOSDUWIRUDERXWPWKHᚐRRUKHLJKWZDVUHGXFHGVLJQLᚏFDQWO\PDNLQJSRVVLEOHWR
ZDONXSULJKW7KHKHLJKWEHWZHHQWKHᚐRRUDQGWKHFHLOLQJYDULHVWKURXJKRXWWKHXQLWEHLQJ
more than 3,5 m at the start, and possibly around 1 m the last meters before the gallery 
takes a left turn in a 90-degree angle. This marks the end of the gallery. Since it is quite a 
ELJJDOOHU\ZHZLOOEHPRUHVSHFLᚏFDERXWHDFKSDUWRIWKHGHVFULSWLRQRIWKHGLᚎHUHQWSDQHOV
Fig.11.46 Panel 1. Location, general view and depiction





2WKHU PRGLᚏFDWLRQV WKDW WRRN SODFH GXULQJ DGDSWDWLRQ ZRUNV ZHUH WKH LQVWDOODWLRQ RI WKH
lighting system and consequently light (and panel) protectors that imitate limestone or calcite 
formations, these are quite intruding, modifying in another way the spatial perception of the 
gallery. 
The most likely access to this passageway is through the entrance on Gallery B, but we 
FDQQRWUHMHFWWKHSRVVLELOLW\WKDWLWZDVWKURXJKRWKHUHQWUDQFHVVXFKDVWKH&*DOOHU\HYHQ
though the itinerary would be much longer requiring also climbing, going through an area with 
shafts and crawling. Meanwhile, entrance through Gallery B would be walking upright in all 
cases. The itinerary from the Gallery B entrances is around 56,4 m to the start of the gallery, 
and from the Gallery C entrance and through Gallery D around 108 m.
The only archaeological remain that was found and kept in this part of the cave is a large 
pigment palette that now rests on one of the sides of the gallery and was displayed during 
YLVLWV7KHSODFHZKHUH WKLVDUWHIDFWZDVUHFRYHUHG LVXQNQRZQ LW LVSRVVLEOH LWDSSHDUHG
during the touristic adaptation works in the middle part of Gallery A, but it can also have been 
recovered in any other part of the cave and put in this section of the cave due to the similarity 
of the pigments. No other archaeological artefact has been recovered and due to adaptation 
works any existing rests were probably removed and lost.
Topographic unit 1 can be characterized as an open space since it can potentially hold more 
than three people at once. The total area is around 50 m2. 
Panel 1
/RFDWHGLQWKHᚏUVWSDUWRIWKHJDOOHU\WKDWFRQVWLWXWHVWRSRJUDSKLFXQLWLQLWVOHIWZDOOWKH
:RQH7KHSDQHO LVVSUHDGIRUDERXWᚏYHPHWHUVDQG LW LVGLVWULEXWHG LQVHYHUDOVPDOOHU
FRQFHQWUDWLRQVRI GHSLFWLRQV ,W LV SRVLWLRQHGRQ WKHZDOO DW DPHGLXPKHLJKW WKH VHFRQG
part of the panel is located above a natural ledge. The vertical height from the depictions to 
WKHᚐRRUUDQJHVIURPFPWRFP7KHSDQHOLVFRPSRVHGE\QLQHGHSLFWLRQVPRVWO\
ᚏJXUDWLYHEXWDOVRDQRQᚏJXUDWLYHRQH
Rock surface is limestone, greyish in colour, with crevices and small holes, some of which 
DUHVOLJKWO\FRYHUHG LQGHFDOFLᚏFDWLRQSRZGHU7KHSDQHO LVSRO\PRUSKᚐDW LQ WKHᚏUVW WZR
depictions, and in two consecutive concavities for depictions 1.4 to 1.6 and depictions 1.7 to 
LWLVLQDOOFDVHVVPRRWK1RZDGD\VWKHᚐRRUEHORZWKHSDQHOLVᚐDWDWWKHIDUWKHUHQG
LWVWDUWV WRKDYHDVOLJKWXSZDUGVORSH1RQHWKHOHVV WKHᚐRRU LQ WKLVSDUWRI WKHFDYHZDV
FKDQJHGEHORZWKHᚏUVWWZRGHSLFWLRQVLWVHHPVWREHWKHRULJLQDOKHLJKWJRLQJIDUWKHULQWR






and other which only the upper part was traced (1.5), both are intersected in the dorsal line 
and the chest. Superimposed to the second horse a big head of a deer was traced (1.6), all 
RIWKHVHDUHORFDWHGLQWKHᚏUVWFRQFDYLW\,QWKHVHFRQGFRQFDYLW\WRWKHOHIWWKHUHLVDQRWKHU
HQVHPEOHZLGHO\MX[WDSRVHGWRWKHRQHEHIRUHZKHUHWKUHHRWKHUGHSLFWLRQVZHUHGUDZQ
First, the head of a horse (1.7), barely centimeters to the left the antlers, part of the head and 
the dorsal line of a deer (1.8) and below both of them another deer, in this case, the whole 
upper part (1.9). Techniques are varied, all of them are drawings, most in red but also one in 
\HOORZSLJPHQWDSSOLFDWLRQPRGHLVDOVRGLYHUVHERWKGUDZQZLWKSLJPHQWSHQFLO
1.5, 1.6, 1.8) and traced digitally (1.1, 1,2, 1.7, 1.9). The position the artist(s) acquired to draw 
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the depictions is in all cases upright, in the case of the second and third ensemble leaning 
over the ledge located in the middle part of the wall. 
The access to this panel is easy following the same path described for the topographic unit. 
Visibility is good due to the proximity of the potential observer to the depictions. Area of 







area of 1,4 m2 which could be occupied by 2-3 people and the second is 1,8 m2 which could 
mean three people (Fig. 11.48).
Panel 2
/RFDWHGEHORZWKHVHFRQGDQGWKHWKLUGHQVHPEOHRIᚏJXUHVRI WKHSUHYLRXVSDQHOEHORZ
the ledge in a small entrance of the wall that creates a concavity. The panel is located in a 
ZDOOWKHYHUWLFDOKHLJKWIURPWKHVLQJOHXQLWWKDWFRPSRVHVWKHSDQHOWRWKHᚐRRULVQRZDGD\V
53 cm. The rock surface that constitutes the ensemble is grey limestone, concave, mostly 
VPRRWK ZLWK VRPH FUHYLFHV DQG VPDOO KROHV 7KH ᚐRRU EHORZ WKH SDQHO ZDV WKRURXJKO\
PRGLᚏHGWKHPDUNWKHVHGLPHQWVWKDWZHUHH[WUDFWHGOHIWRQWKHZDOO LQGLFDWHVWKDW LWZDV
lowered up to 20 cm. 
The single depiction of the panel is the representation of a horse, drawn completely with a 
pigment pencil. It is quite detailed since interior quartering representing the mane, chest, and 
the groin were represented. The position the artist had to acquire to draw the representation 
ZDVHLWKHUVLWWLQJRUFURXFKLQJNQHHOLQJZRXOGEHH[FOXGHGGXHWRWKHKHLJKWRIWKHVSDFH
Access to this panel is easy, following the same path described above to access the 
WRSRJUDSKLFXQLW9LVLELOLW\LVTXLWHORZEHFDXVHRIWKHKHLJKWRIWKHSDQHODERYHWKHᚐRRUDQG
WKHIDFWWKDWLWZDVWUDFHGEHORZWKHOLPHVWRQHOHGJHWKDWGLYLGHVWKHZDOOWRVHHWKHᚏJXUH
it is necessary to, at least, crouch or sit in front of the concavity that generates the space. 
Area of maximum visualization is 5,6 m2 meaning seven people crouching, sitting or kneeling 
Figure 11.49. Panel 2. Location with AMV and POV, general view and depiction (2.10)
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could see the panel, point of optimal visualization is limited to 1,8 m2 thus two people at most 
(Fig. 11.49).  
Panel 3
Located on the right wall and ceiling of the gallery and in front of panels 1 and 2. It is 
SRVLWLRQHGDWDKLJKSRLQW LQ UHODWLRQ WR WKHᚐRRURI WKHJDOOHU\ WKHYHUWLFDOGLVWDQFH IURP
WKHJUDSKLFXQLWVDQGWKHᚐRRURIWKHJDOOHU\UDQJHVEHWZHHQFPDQGFPEXWWKH
depictions were traced from the calcite ledge located immediately below the panel. The exact 
PHDVXUHEHWZHHQ WKHᚏJXUHVDQG WKH OHGJHFRXOGQRWEHPHDVXUHGGXH WR FRQVHUYDWLRQ
reasons. The position the artist had to acquire to reach the panels was estimated from the 
PDLQJDOOHU\7KHSDQHOFRPSULVHVᚏYHJUDSKLFXQLWVDOOEXWRQHᚏJXUDWLYH7KHURFNVXUIDFH
of the ensemble is limestone, polymorph, smooth and hard. The ledge below the panel is an 
XQVWDEOHVXUIDFHWKDWFKDQJHVVKDSHGHSHQGLQJRQWKHSODFHEHORZWKHZDOODQGWKHFHLOLQJ






depictions of the panel, an upper part of a hind was traced (3.13). In a concave niche in 
the wall, beside the previous one, the rear quarters of another hind (3.14) were traced, it is 
possible, due to the presence of pigment rests around the depiction, that it was originally 
PRUH FRPSOHWH7R WKH OHIW DOVRZLGHO\ MX[WDSRVHGZH FDQ ᚏQG WKH ODVW GHSLFWLRQRI WKH
SDQHODQRWKHUKLQGLQWKLVFDVHGHSLFWHGFRPSOHWHO\ZLWKSDLQWHGLQWHULRUᚏOOLQJWKH
fact that it is located in a concavity has caused dust to settle down covering most of the 
ERG\7KHWHFKQLTXHLVYDULHGDOORIWKHPZHUHGUDZQEXWFRPELQLQJUHGSLJPHQW
14, 15) and yellow pigment (3.13). To apply it both pigment pencil (3.11 and 12) and digital 
LPSUHVVLRQVZHUHXWLOL]HGDQGSRVVLEO\DOVRGUDJJLQJDᚏQJHU7ZRRI
them have interior quartering: 3.11, which has a scapular line, and 3.15, where paint was 
XVHG WRFUHDWHDGLᚎHUHQFHEHWZHHQ WKHKHDGDQG WKH UHVWRI WKHERG\7KHSRVLWLRQ WKH




sitting on the ledge below. 
The access to the panel is easy, following the same path described for the topographic unit 
and climbing the two ledges below the panel. 
9LVLELOLW\LVORZIURPWKHPDLQSDWKRIWKHJDOOHU\WRVHHWKHᚏJXUHVLWLVQHFHVVDU\WRLOOXPLQDWH
the ceiling and the wall beside. Visitors could go by without noticing them. Nonetheless, once 
ORFDWHGWKH\DUHTXLWHHDV\WRVHHDQGDOORIWKHPFDQEHVHHQZLWKRXWGLᚑFXOW\IURPWKHPDLQ
path. Area of maximum visualization is around 5,9 m2 meaning around 11 people standing 
IURPWKHJDOOHU\WKHSRLQWRIRSWLPDOYLVXDOL]DWLRQPZRXOGUHTXLUHWRFOLPEWRWKHOHGJH
and watch the depictions from the point where they were traced reducing it to two people at 
most (Fig. 11.50). 
Panel 4
Located on the transition between the wall and the ceiling, approximately one meter to the 
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left of the previous panel. The vertical distance from the single graphic unit that composes 
WKHSDQHOWRWKHᚐRRURIWKHJDOOHU\LVPRUHWKDQPWKHKHLJKWIURPWKHGHSLFWLRQWRWKHOHGJH
located below it could not be measured due to conservation reasons. The rock surface is 
JUH\\HOORZOLPHVWRQHZLWKVRPHFUHYLFHVDQGVPDOOKROHVLWLVFRQFDYHLQJHQHUDOVPRRWK
DQGKDUG7KHᚐRRUEHORZ WKHSDQHO LV WKH OHGJHPHQWLRQHGDERYHZKLFK LVDQXQVWDEOH
VXUIDFHLWKDVQRWEHHQPRGLᚏHGUHFHQWO\
)LJXUH3DQHO/RFDWLRQZLWK$09DQG329JHQHUDOYLHZDQGGHSLFWLRQV$%&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7KHVLQJOHGHSLFWLRQLVDKLQGRQO\WKHXSSHUSDUWRILWZDVWUDFHGWHFKQLTXHXWLOL]HGZDVVLQJOH
outline with a red pigment pencil. The position the artist acquired was probably sitting down 
LQWKHᚐRZVWRQHORFDWHGLPPHGLDWHO\EHORZWKHGHSLFWLRQWKLVZRXOGH[SODLQWKHRULHQWDWLRQ
of the depiction opposed to the main gallery. The access to the panel is the same as for the 
panel mentioned above. 
Visibility is low due to its location, the position in the ceiling would require a potential observer 
to look up to the ceiling. Also, the placement in a concavity that is nearly opposed to the wall 
PDNHVWKHGHSLFWLRQTXLWHGLᚑFXOWWRVHH,WLVQHFHVVDU\WREHLPPHGLDWHO\EHORZWKHSDQHO
to see it. Area of maximum visualization is around 4,9m2 meaning ten people could see it at 
the same time from the path on the gallery. The point of optimal visualization would be on the 
OHGJHMXVWEHOORZWKHSDQHODFTXLULQJWKHVDPHSRVLWLRQRIWKHDUWLVWWKDWGUHZLWPHDQLQJLW
would be limited to 0,6 m2 and thus, two people at most (Fig. 11.51). 
Panel 5





small holes. The panel is positioned in a vertical and horizontal position in relation to the 
ᚐRRU7KHᚐRRUEHORZWKHSDQHOZDVH[WHQVLYHO\PRGLᚏHGWKHKLVWRULFDOGRFXPHQWVDQGWKH
observation of the sediment rests on the wall indicate that at least 20 cm were lowered down 
LQWKLVSDUW0HDQLQJWKHYHUWLFDOKHLJKWRIWKHGHSLFWLRQVWRWKHᚐRRUZDVLQIDFWEHWZHHQ
DQGFPZKLFKDUHWKHQXPEHUVUHJLVWHUHGLQRXUGDWDEDVH$OVRWKHᚏUVWGHSLFWLRQZDV




the next graphic unit. It is a medium-big depiction of a horse (5.18), complete but for the legs, 
DOVRZLWKZLGHQHGPD[LOODDQGPDQHWKHQH[WJUDSKLFXQLWLVDOLQHFRPSRVHGRIGLVFV
ᚏQDOO\LVDKHDGRIDKRUVH7HFKQLTXHVYDULHGDOORIWKHPDUHH[HFXWHGGUDZLQJZLWK
various pigment colours: red (17 and 18), yellow (19) and brown (20). The application mode 
is digital (17 and 18), possibly pochoir (19) and pigment pencil (20). The position the artist(s) 
had to acquire in order to trace the depictions was probably upright, taking into account the 
VSDWLDOPRGLᚏFDWLRQV
The access to the panel is easy, it only requires following the same path as for the previous 
panels walking upright in all cases. The height of the ceiling originally might have required 
people taller than 170 cm to stoop slightly to go forward. 
9LVLELOLW\LVJRRGGXHWRWKHSUR[LPLW\RIWKHREVHUYHUWKHIDFWWKDWWKHGHSLFWLRQVDUHPHGLXP
VL]HGDQGWKHVKDSHRIWKHJDOOHU\ದWKHFHLOLQJGHVFHQGVDQGWKHᚐRRUJRHVXSದPDNHVSRVVLEOH
to see the panel from the place before the previous one. Area of maximum visualization is 
around 6 m2 meaning it could be seen by 12 people at the same time in an upright position, 
the point of optimal visualization would be reduced to below and in front of it, meaning two 






Figure 11.51. Panel 4. Location with AMV and POV, general view and depiction (4.16)
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similar representation of hinds (6.21 and 22), both of them of the upper part of the body 
without any detail. At the same point but higher in the wall in a sub-vertical position in relation 
WRWKHᚐRRUDKRUVHಬVKHDGZDVGHSLFWHGZLWKWKLFNOLQHVWKHPRXWKIURQWDOZDVOHIW
RSHQ2QWKHULJKWRIWKHKLQGVZLGHO\MX[WDSRVHGWRWKHPDELJKRUVHZDVWUDFHGLW
is complete but for the rear legs, it also has detailing such as the depiction of the eye, the 
mane, the tail, and the characteristic widened maxilla. Over the rear quarters, superimposed 
WR WKH UHGSLJPHQW LV WKH ODVWGHSLFWLRQRI WKHSDQHODYHUWLFDO OLQH 7KH WHFKQLTXH
LVDVGLYHUVHDV LQSUHYLRXVSDQHOVDQGZHUH WUDFHGZLWKᚏQJHU LPSUHVVLRQV
GLJLWDOZLWKUHGSLJPHQWWHFKQLTXHRIWKHKRUVHಬVKHDGLVGLᚑFXOWWRGHWHUPLQHSRVVLEO\ZLWK
pochoir because it is quite similar to 5.19. The position the artist(s) had to acquire to draw the 
representations was probably leaning forward or possibly crouching. 
The access to this panel is easy, following the same path described for the previous panels, 
the height of the ceiling in this part of the gallery might have required some people to duck 
down slightly to walk through it. 
Visibility of the depictions is high in all cases due to the proximity of the potential observer 
to the depictions, the area of maximum visualization is determined mostly due to the lack of 
VSDFHLQWKHJDOOHU\LWLVDURXQGPPHDQLQJLWLVOLPLWHGWRVL[SHRSOHDWPRVW3RLQWRI
optimal visualization is around 1,1 m2 meaning two people at most (Fig. 11.53). 
 
Panel 7




during the touristic adaptation works. The rock surface is limestone, yellow in colour, with 
multiple crevices and some small holes it is, also, very concave. In the lower part of the panel 
VRPHVXVSHQVLRQGXVWKDVDFFXPXODWHGPDNLQJGLᚑFXOW WRVHHWKHGHSLFWLRQDQGWKHURFN
surface. It is in general smooth and hard. In front of the legs of the depiction an arrow was 
WUDFHGUHFHQWO\LWGRHVQRWDᚎHFWWKHᚏJXUH
7KHVLQJOHGHSLFWLRQLVᚏJXUDWLYHLVDKHDGOHVVGHSLFWLRQRIDKRUVH3RVVLEO\ LWZDV
depicted fully, since there are pigment rests on the area, but due to conservation reasons the 
head has disappeared. The technique is red pigment pencil with a single outline. The position 
the artist had to acquire was probably leaning forward or crouching. 
The access to this panel is easy, following the same path described for the previous panels, 
the height of the ceiling in this part of the gallery might have required some people to duck 
down slightly to walk through it. 
Visibility is good, due to the proximity of the potential observer to the panel. The area of 
maximum visualization is, however, quite reduced due to the lack of space in this part of the 
gallery, it is around 1,9 m2 meaning four people could see it at the same time. The point of 
RSWLPDOYLVXDOL]DWLRQLVUHGXFHGWRWKHSODFHMXVWLQIURQWRIWKHᚏJXUHPUHGXFLQJWKH
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Panel 8
Located in a large concavity on the ceiling and the right wall of the main gallery, in front of the 
horse of panel 6. It is positioned both on the walls and the transition to the ceiling. The vertical 
GLVWDQFHIURPWKHJUDSKLFXQLWVWRWKHᚐRRUUDQJHVFXUUHQWO\EHWZHHQFPDQGFP
7KHRULJLQDO ᚐRRUKHLJKWZRXOGKDYHEHHQPXFKPRUH UHGXFHGVLQFH LWZRXOGKDYHEHHQ
excavated during the touristic adaptation works, the remaining sediments would indicate 










cave. Centimeters below the dorsal line there is a red line (8.28). Almost in front of both, in 
the concave part in the central part of the gallery, but instead of in the wall in the transition 
with the ceiling, the upper part of a deer (8.29), also traced in red with digital impressions, 
was drawn facing upwards. Over the dorsal line, a brown sign (8.30) was executed, created 
E\DOLQHWKDWᚐDUHVDWWKHPLGGOHDQGGLYLGHVLQWRWKUHHOLQHVLWLVVXSHULPSRVHGWRWKHGHHU
Finally, on the wall, we can see the last depiction, a complete cervidae (8.31), probably 
another deer because it seems it has some lines over the head that could constitute either 
the ears or the antlers. However, the poor conservation conditions prevent us to be more 
VSHFLᚏFDERXWLW7KHWHFKQLTXHIRUDOO WKUHHᚏJXUDWLYHUHSUHVHQWDWLRQVLVWKHVDPHVLPSOH
outline traced with digital impressions, the style of the three is very similar with open mouths, 
widened maxilla and very few details. The position the artist(s) had to acquire to draw these 
was an upright position. 
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7KHDFFHVVLVTXLWHHDV\DWWKLVSRLQWLWZDVVWLOOSRVVLEOHWRZDONXSULJKWSRVVLEO\GXFNLQJ
the head down in some places. 
9LVLELOLW\PXVWKDYHEHHQUHDOO\KLJKGXHWRWKHSUR[LPLW\RIWKHREVHUYHUWRWKHGHSLFWLRQV
nonetheless, their position prevents seeing them in the entrance direction up until the point 
ZKHUHWKH\DUHORFDWHGH[FHSWWKHᚏUVWRQH7KHGHHUUHTXLUHVWXUQLQJDURXQGWRVHHLQWKH
entering direction or to be going out. The area of maximum visualization is around 3 square 
meters meaning, at most, six people watching them at the same time. On the other hand, 
only one person could see the whole ensemble optimally (0,4 m2 ) (Fig. 11.55). 
Panel 9 
Next to the previous panel but in the ceiling surface, after the concavity develops the next 
panel. The depictions are positioned on several surfaces that come out of the ceiling making 
SRVVLEOHWRVHHWKHPLQDQHQWUDQFHGLUHFWLRQWKLVZDVWKHFULWHULDXVHGWRVHSDUDWHWKLVSDQHO








between the left and the right side. 
7KHᚏUVWJUDSKLFXQLW LVDFRPSOHWHDQGYHU\GHWDLOHGGHSLFWLRQRIDKLQG ZLWK WKH
KHDG WXUQHG LQWHULRU TXDUWHULQJ DQG GLᚎHUHQW WKLFNQHVV LQ WKH RXWOLQH WR UHSUHVHQW WKH
GLᚎHUHQWSDUWVWHFKQLTXHFRPELQHVGUDZLQJERWKVLQJOHRXWOLQHDQGSDLQWWKHRXWOLQHZDV
afterwards engraved. Below the previous one, there is a small hind (9.33), also complete, 
IDFLQJ GRZQZDUGV RYHU WKH YHQWUDO OLQH D SDUWLDO KHDGRI DQXQNQRZQ ]RRPRUSKLF ᚏJXUH




with a single outline with a red pigment pencil. Finally, to the right of both hinds, there is a 
WKLUGRQHDOVRVLPLODUWRWKHDQGLQWKLVFDVHFRPSOHWHO\ᚏOOHGLQLWVLQWHULRU1H[W
to its mouth an oval, angular sign, open on one side, was drawn probably with a red pencil 
(9.41). Below both previous graphic units, the rear quarters of another hind were traced, in 
WKLVFDVHPXFKVLPSOHUWKDQWKHRWKHUV)LQDOO\MX[WDSRVHGWRWKLVHQVHPEOHDVFKHPDWLF
KHDGRIDKLQGZDVH[HFXWHGZLWKᚏQJHULPSUHVVLRQVDQGRYHULWDQHQVHPEOHRIOLQHV
(9.39) was executed. The position the artist(s) had to acquire was both upright and leaning 
forward for the lowest ones. 
The access is the same as the previous panel, it only requires turning around. All of them 
can be seen in an upright position, leaning or crouching slightly. Visibility is excellent due 
to its location in the central part of the gallery, the fact that they are placed in the transition 
between the ceiling and the wall and the proximity of the potential observer, which would 
KDYHDOVRSOD\HGDPDMRUUROH7KHDQJOHIURPZKHUHWKH\FDQEHVHHQLVDURXQGVTXDUH
meters, meaning seven people at most. On the other hand, the point of optimal visualization 
would be immediately below the depictions, around 0,6 square meters and thus limited only 
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Panel 10 
Located on the left wall of the gallery, after a small conduit, which divides panels 6 and 10. It 
LVSODFHGDWDORZKHLJKWLQUHODWLRQWRZKDWLWVHHPVWREHWKHᚐRRUDWWKLVSRLQWRIWKHJDOOHU\
the ledge on the right side that would connect in a slight downward slope with the ledge on 
the other end of the cave. Ten graphic units, located on the wall, the transition to the ceiling 
and the ceiling, compose the panel. The vertical distance from the graphic units to the ledge 




due to the extension of the panel its morphology is very varied, some of the depictions are 
FRYHUHGE\ ᚐRZVWRQH IRUPDWLRQV7KH VXUIDFH LV LQ JHQHUDO VPRRWKDQGKDUGZLWK VRPH
FUHYLFHVDQGVPDOOKROHV7KHᚐRRUEHORZWKHSDQHOZDVH[WHQVLYHO\PRGLᚏHGWKHH[FDYDWLRQ
reached at least 60 cm, possibly even more in some parts. A path was created in the central 
SDUWWRDOORZZDONLQJXSULJKWZKLFKFRXOGQRWKDYHEHHQSRVVLEOHEHIRUHWKHZRUNV7KHᚐRRU
probably had a slight slope connecting the ledges at both sides of the gallery. 
7KHGHSLFWLRQV DUH ERWK ᚏJXUDWLYH DQGQRQᚏJXUDWLYH$ UHG OLQH  DQG UHVWV RI UHG
SLJPHQWFRPSRVHWKHQRQᚏJXUDWLYHHQVHPEOH7KHᚏJXUDWLYHRQHKDVGLᚎHUHQWW\SHV
RIᚏJXUHVLVDPHGLXPVL]HGKRUVHSDLQWHGE\GLJLWDOLPSUHVVLRQVZLWKRXWPDQ\GHWDLOV
EXWXVLQJDGLᚎHUHQWZLGWKRI WKHRXWOLQH WRPDUN WKHPD[LOOD WKHQHFN WKHPDQHDQG WKH
intersection between the rear quarters. Centimeters to the right a hind (10.44) was depicted, 
in this case, the technique used was red pigment pencil with a single outline, with the single 
GHWDLORIDFUXFLDOEDQGDOVRWRWKHULJKWWKHXSSHUSDUWRIDQXQGHWHUPLQDEOHTXDGUXSHGZDV
WUDFHG9HU\FORVHO\MX[WDSRVHGDKLQGZDVGHSLFWHGZLWKDVOHHNERG\DQG
a detailed head it also has a crucial band and ventral quartering, the technique used for both 
was drawing with a red pigment pencil. Over its head, there is the upper part of a deer with 
big antlers (10.47), also drawn with a red pencil. Below the legs of the hind a schematic hind 











traced with a single outline. 
The position the artist(s) had to acquire to draw all of these was sitting, kneeling or crouching 
both due to the height of the depictions and the ceiling. The access to this panel is continuing 
IRUZDUG KRZHYHU WKH KHLJKW RI WKH FHLOLQJ ZRXOG UHTXLUH FURXFKLQJ RU NQHHOLQJ GRZQ
$GGLWLRQDOO\DIWHUWKLVSRLQWWKHᚐRRUZRXOGVORSHGRZQJRLQJIRUZDUGVRLWZRXOGEHRQO\IRU
three or four meters. 
9LVLELOLW\ LVJRRGGXH WR WKHSUR[LPLW\RI WKHSRWHQWLDOREVHUYHU WKHSRVLWLRQKHVKHZRXOG
have had to acquire to see them would have been the same as the one to paint them. The 
area of maximum visualization is around 5 square meters meaning six people, at most, sitting 
down, and the point of optimal visualization is 1,6 square meters, thus two people at the 
same time (Fig. 11.58).
Panel 11
Located in a convex panel, parallel to the development of the gallery but in an upper level 
on the right side of the gallery. The panel starts beside the last graphic unit of the previous 
SDQHOORFDWHGDWWKHLQᚐHFWLRQSRLQWRIWKHFHLOLQJLQWKHFHQWUDOSDUWRIWKHJDOOHU\DWWKLV














and on the base of most of the depictions, a big bovid (11.55) was drawn with red pigment 
VSHFLᚏFWHFKQLTXHLVXQNQRZQGXHWRSRRUFRQVHUYDWLRQ&HQWLPHWUHVEHORZWKHGRUVDOOLQH
a red line, which does not seem to have any relation with the bovid was executed. Over the 
head of the bovid, another head of a horse (11.57) was also drawn with black pencil and a 
single outline. In the central part of the panel, below the bovid, two intersecting hinds (11.58 
DQGZHUHWUDFHGZLWK WZRGLᚎHUHQW WHFKQLTXHVRQHE\GLJLWDO LPSUHVVLRQ WKHRWKHU
with red pigment pencil, and both with a single outline. In relation to the previous ones, there 
is a red dot (11.59) and a short red line (11.62). Over the right side hind, there is an aurochs 
(11.60), traced with red pigment pencil and a thin outline, over the neck some lines were 
GUDZQDVDᚏOOLQJ2QWKHOHIWVLGHRIWKHFRQYH[LW\DPHGLXPVL]HGKRUVHZDVWUDFHGXVLQJ
GLJLWDOLPSUHVVLRQVZLWKDYDULDEOHWKLFNQHVVWRUHSUHVHQWWKHSDUWVWKHKHDGZDVUHWUDFHG
afterwards with a black pencil and a single outline. Over it and over the dorsal line of the horse, 
DQRWKHUKRUVHZDVWUDFHGZLWKDVLQJOHRXWOLQHEHVLGHLWDUHGOLQHZDVH[HFXWHGZLWK
a similar technique (11.65). On the left side, after the concavity, two other depictions were 
SRVLWLRQHGDKLQGVLPLODULQWHFKQLTXHWRWKHKRUVHRYHULWVGRUVDOOLQHDGRUVDOOLQH
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The position the artist(s) had to acquire varied depending on the depiction. The ones located 
LQWKHORZHUSDUWRIWKHSDQHOFRXOGKDYHEHHQWUDFHGLQDQXSULJKWSRVLWLRQIURPWKHᚐRRURI
the gallery. The ones on the upper part probably were executed leaning forward using the 
OHGJHDVDᚐRRU)LQDOO\WKHODVWWZRGHSLFWLRQVZHUHH[HFXWHGHLWKHUVLWWLQJRUFURXFKLQJRQ
the ledge. 
The access to the panel would have required crouching to pass to the other part, where it is 




9LVLELOLW\ LV TXLWH JRRG EHFDXVH RI WKH SUR[LPLW\ RI WKH SRWHQWLDO REVHUYHU KRZHYHU LW LV
impossible to see from the main gallery thus it is necessary to access the space to see it. 
The maximum area of visualization is around 5,1 square meters meaning six people in an 









small holes, it is, however, quite smooth and hard. The surface is sinuous in general. The 
ᚐRRURIWKHSDQHOLVWKHOHGJHZHPHQWLRQHGEHIRUHWKHRQO\PRGLᚏFDWLRQWKDWWRRNSODFHLQ
this part was the installation of lights and a light protector to cover them up. 
)URPOHIWWRULJKWWKHᚏUVWGHSLFWLRQLVDKLQGWUDFHGZLWKDSLJPHQWSHQFLODQGSDLQWHG
LQWKHKHDGLWVFRQVHUYDWLRQLVGHᚏFLHQWPDNLQJLWVOHFWXUHGLᚑFXOW&HQWLPHWHUVWRWKHULJKW
there are red lines (12.70) and a constructed elongated sign (12.71), both traced with a red 
SHQFLO%HORZLVWKHVHFRQGᚏJXUDWLYHGHSLFWLRQDQRWKHUKLQGYHU\VLPLODUWRWKHᚏUVW
RQHEXWZLWKRXW WKH LQWHULRUᚏOOLQJ1H[W WR WKHHORQJDWHGVLJQD WHFWLIRUPVLJQZDVGUDZQ
ZLWK LQWHUQDO VHJPHQWDWLRQ URXQGFRUQHUVDQGDQH[FUHVFHQFH LQ WKH OHIW VLGH WHFKQLTXH
utilized to trace it is red pigment pencil. Also to the right is the last graphic unit of the panel, 
a quadrilateral sign with rounded corners outlined with a red pencil. 
Position the artist(s) had to acquire was probably sitting or crouching due to the height above 
WKHᚐRRURIWKHᚏJXUHVRIWKHSDQHO7KHDFFHVVWRWKHSDQHOLVWKHVDPHDVWKHSUHYLRXVRQH
9LVLELOLW\LVOLPLWHGGXHWRFRQVHUYDWLRQLVVXHVQRQHWKHOHVVLWPXVWKDYHEHHQPXFKEHWWHU
Probably it was possible to see these depictions from the main gallery, but it is hard to say 
because nowadays the light protector covers them, at least partially. The area of maximum 
YLVXDOL]DWLRQZRXOGKDYHEHHQDURXQGVTXDUHPHWHUVPHDQLQJᚏYHSHRSOHDWPRVWHLWKHU
upright or crouching in front of the panel. The point of optimal visualization would be limited 
to the point immediately in front of the panel (0,9 square meters) and in a crouching or sitting 
position would be restricted to only one person (Fig. 11.59). 
Panel 13
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WRGHᚏQH,WLVDWULDQJXODUVKDSHGHWHUPLQHGE\WKHFRQᚏJXUDWLRQRIWKHFUHYLFHVDURXQGLW
was painted with a high density of pigment, and it seems that a circular shape and some 
OLQHVZHUHWUDFHGLQLWVLQWHULRU:HGLGQRWLGHQWLI\DQ\ᚏJXUDWLYHGHSLFWLRQLQLWDV%UHXLOHWDO
(1913, Pl. XV) did. The technique is paint combined with a red pencil. The position the artist 
KDGWRDFTXLUHWRGUDZWKLVHQVHPEOHZDVPRVWSUREDEO\VLWWLQJGRZQRQWKHᚐRRULQIURQWRI
the depiction. 
The access is the same as for previous graphic units being also possible to enter through the 
other side of this false chamber, were the depictions of the next panel are located. It can be 
GHᚏQHGDVHDV\
Visibility is good because it is highly pigmented, but it requires to be inside the space: it 
cannot be seen from the main gallery and in that case the area of maximum visualization 
LWVVLJQLᚏFDQWO\UHGXFHGWRWZRVTXDUHPHWHUVPHDQLQJWZRSHRSOHDWPRVWLQDFURXFKLQJRU





and in the wall in front of the entrance on the other side. Located at a low height in relation 
WRWKHOHGJHDQGDWDPHGLXPKLJKZLWKUHJDUGWRWKHᚐRRURIWKHFHQWUDOSDUWRIWKHJDOOHU\
7KHYHUWLFDOGLVWDQFHIURPWKHJUDSKLFXQLWVWRWKHᚐRRUUDQJHVIURPFPWRFP7KH
panel comprises four graphic units. The rock surface that constitutes the ensemble is yellow 
OLPHVWRQHZLWKFUHYLFHVKROHVDQGVPDOOIRVVLOVLWLVVPRRWKDQGVOLJKWO\FRQFDYH7KHᚐRRU
EHORZWKHSDQHOLVWKHOLPHVWRQHOHGJHLQWKLVSDUWVRPHPRGLᚏFDWLRQVWRRNSODFHDVLQWKH
other entrance a lighting protector was installed blocking the panel partially. 
7KUHHRIWKHIRXUDUHᚏJXUDWLYHWKHᚏUVWRQHIURPWKHOHIWLVWKHXSSHUSDUWRIDKLQG
WUDFHGZLWKGLJLWDOLPSUHVVLRQVWRWKHULJKWQDUURZO\MX[WDSRVHGDFRPSOHWHGHSLFWLRQRIDQ
aurochs (14.77), traced with the same technique as the previous one. Below its head four 
VPDOOGRWVDOVRH[HFXWHGZLWKᚏQJHULPSUHVVLRQV%HORZWKHOHJVLVWKHODVWGHSLFWLRQ
a very detailed head and cervico-dorsal line of a horse traced with a single outline in red 
pigment pencil. For the hind the position the artist had to acquire requires to climb up the 
ledge, the other three could have also been, at least partially traced from the central part of 
WKHJDOOHU\KRZHYHUWUDFLQJWKHPIURPWKHXSSHUSDUWZRXOGKDYHEHHQPRUHFRPIRUWDEOH
The access to this panel is easy through either of the sides of the false chamber. Visibility is 
good, both from the inside of this part or from the central part of the gallery. Area of maximum 
YLVXDOL]DWLRQLVVTXDUHPHWHUVPHDQLQJHLJKWSHRSOHVWDQGLQJᚏYHVLWWLQJRUFURXFKLQJ
which is the obligatory position on the inside. The point of optimal visualization is limited to 
one square meter, meaning two people standing, one sitting or crouching (Fig. 11.61). 
Panel 15
Located in the main gallery, in an overhang that creates the ceiling, it is positioned barely a 
PHWHUDIWHUSDQHOEXWLQWKHRSSRVHGVLGHPHDQLQJLWLVRQO\SRVVLEOHWRVHHHLWKHUFRPLQJ
back from the end of the gallery or turning around at this point. It is placed, nowadays, at a 
PHGLXPKLJKSRLQWLQUHODWLRQWRWKHᚐRRUWKHYHUWLFDOGLVWDQFHIURPWKHJUDSKLFXQLWVWRWKH
ᚐRRUUDQJHVEHWZHHQDQGFPQRZDGD\V7DNLQJLQWRDFFRXQWWKHᚐRRUH[FDYDWLRQ
in this part the original level of the would descend progressively. However, the height would 
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Figure 11.60. Panel 13. Location with AMV and POV, general view and depiction
)LJXUH3DQHO/RFDWLRQZLWK$09DQG329DQGGHSLFWLRQV$%&'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have been much more reduced, around 1 m, meaning the depictions would have been around 
FPDERYHWKHᚐRRU7KHSDQHOFRPSULVHVWZRJUDSKLFXQLWVDQG
The rock surface that constitutes the panel is yellow limestone, polymorph, mostly smooth, 




both by digital impressions and red pigment pencil with a single outline. It has the same 
artistic conventions as many of the depictions of the cave (widened maxilla, modular lines, 
WULDQJXODUVKDSHGKHDGHWF7KHVHFRQGJUDSKLFXQLWLVLQWHUVHFWHGZLWKWKHᚏUVWRQH
LVWKHKHDGRIDQXQGHWHUPLQDEOHTXDGUXSHGSDLQWHGRYHUWKHGRUVDOOLQHRIWKHDXURFKVLW
was traced with a brown pigment pencil and single outline. The position the artist(s) had to 
DFTXLUHWRVHHWKHPLVTXLWHGLᚑFXOWWRHVWLPDWHSRVVLEO\FURXFKLQJGRZQRUNQHHOLQJGRZQ
The access to this panel requires going forward, continuing through the gallery, at this point 
WDNLQJLQWRDFFRXQWWKHᚐRRUH[FDYDWLRQLWZRXOGEHQHFHVVDU\WRJRIRUZDUGHLWKHUFURXFKLQJ
or on the knees due to the height of the ceiling. Nonetheless after the point where the panel 
is located the ceiling goes up allowing at least standing with the upper body leaning forward. 
Visibility is very high due to the proximity of the observer to the panel, it is, nevertheless, 
required to turn around following the main gallery direction to see them because of their 
position. The maximum angle from where the panel can be seen is limited to around 1,9 




Located in front of the previous one it is composed by a single isolated depiction. Positioned 






The single depiction of the panel, 16.82, is a very detailed head of a deer, traced with a red 
pigment pencil and a single outline. It is possible some parts of the depiction are missing 
due to conservation issues. The position the artist(s) would have had to acquire was either 
crouching or kneeling down. 
The access to the panel is the same as for the one before. Visibility is nowadays limited due 
to the conservation of the depiction, it would have been, however, quite good because of its 
position, the fact that it is located in a perpendicular point in relation with the gallery means it 
would be seen going through this part of the cave. Area of maximum visualization is limited, 
nevertheless, to the point where the observer passes the previous panel, meaning both 
maximum visualization area (0,5 m2) and point of optimal visualization (0,1 m2) are limited 




Figure 11.63. Panel 16. Location with AMV and POV and depiction.
Parte II. Cueva de La Pasiega
377
Panel 17 
Located on the left wall of the cave, it starts in front of the previous panel, after a narrowing 
of the gallery and a subtle change in direction. The panel is located at a medium height 
and comprises three graphic units. The vertical distance from the graphic units to the ledge 
EHORZWKHPZKLFKSUREDEO\FRQVWLWXWHVWKHRULJLQDOᚐRRUDWWKLVSRLQWUDQJHVEHWZHHQ
cm and 70 cm. The rock surface is yellow limestone with crevices, fossils, and some small 
holes. It is mostly concave and smooth, and it has some recent alterations due to the touristic 
DGDSWDWLRQZRUNV 7KH ᚐRRU EHORZ WKH SDQHO ZRXOG KDYH KDG D GHVFHQGLQJ VORSH TXLWH
pronounced at this point leading towards the end of the gallery, which would explain the 
GLᚎHUHQWKHLJKWVWRWKHᚐRRUEHLQJDOORIWKHPDURXQGWKHVDPHOHYHO
$OORI WKHGHSLFWLRQVDUHᚏJXUDWLYH WKHᚏUVW WZRDUH ORFDWHGDW WKHVDPHSRLQWRI WKHZDOO
FORVHO\MX[WDSRVHG7KHᚏUVWRQHLVDFHUYLGDHWKHDQWOHUVDQGWKHVKDSHRIWKHERG\ZKLFK
was traced completely, could point to a reindeer (17.83), but it could also represent a deer. 
7KHWHFKQLTXHXWLOL]HGWRGUDZLVVLPSOHRXWOLQHZLWKLQWHULRUᚏOOLQJERWKRIWKHPWUDFHGZLWK
a violet pigment pencil. Over its dorsal line another cervid (17.84) was executed, this time, 
MXVWWKHXSSHUERG\VOLJKWO\REOLTXHDQGLQWKLVFDVHLWFOHDUO\GHSLFWVDGHHUEHFDXVHRIWKH
antlers, the technique is the same as the previous one but for the colour of the pencil, brown 
LQWKLVFDVH%HIRUHERWKRIWKHPZLGHO\MX[WDSRVHGDUHGKLQGWHFKQLTXHLVKDUGWR
determine due to its poor conservation state. The position the artist(s) had to acquire was 
probably crouching or leaning forward.
9LVLELOLW\LVKLJKGXHWRWKHSUR[LPLW\RIWKHREVHUYHUWKHDUHDRIPD[LPXPYLVXDOL]DWLRQLV
limited because of the lack of space in this part of the gallery. Area of maximum visualization 
is around 1,3 square meters meaning at most three people leaning forward, two people 






Located in a small chamber beside the main gallery and constituted by the upper level at the 
same height the other ledges on the gallery. In this case, we consider another topographic 
unit because of the characteristics of the space, restricted and closed down, separated from 
the main gallery it is necessary to go inside to see most of the depictions and indispensable 
to see them optimally. 
It is possible to access from two points from the main gallery. First one beside panels 10 and 
FUDZOLQJ WKURXJK WKHVSDFHEHWZHHQ WKHᚐRRUDQG WKHFHLOLQJ7KHVHFRQGRQHEHVLGH
SDQHORIWRSRJUDSKLFXQLWFOLPELQJDVPDOOVWHS,QWKHᚏUVWFDVHLWLVQHFHVVDU\WRFUDZO
for a meter approximately until it is possible to sit up, in the second one it is possible to sit 
GRZQIURPWKHEHJLQQLQJ7KHLWLQHUDU\IURPWKHJDOOHU\%HQWUDQFHLVDURXQGPIURP
gallery C entrance and through gallery D it is 129,2 m. From Gallery B, it can be transited 
ZDONLQJ XSULJKW MXVW XQWLO WKH SRLQWZKHUH SDQHO  DQG DUH ORFDWHGZKHUH LWZRXOG EH




and 2,5 m wide. Its height is very variable because chimneys constitute the ceiling, it is 130 
FPDWWKHKLJKHVWZDONDURXQGLVLPSRVVLEOHWKHWUDQVLWLQVLGHWKHWRSRJUDSKLFXQLWKDVWREH




are opposed, and it is impossible to see them at the same time. 
1RDUFKDHRORJLFDOUHPDLQVZHUHIRXQGLQWKLVXQLWDOVRQRZRUNVWRRNSODFHLQWKLVSDUWRI
the cave except for a light concealer in the second access, beside panel 1 of the topographic 
unit 3. 
Topographic unit 3 can be characterized as a restricted space since it is impossible for more 
than two people to be inside at once due to the lack of room. The total area is approximately 
7,5 square meters.
Panel 1
Positioned on the left side of the topographic unit, in the north wall at a medium-low height. 
7KHYHUWLFDOGLVWDQFHIURPWKHGHSLFWLRQVWRWKHᚐRRUUDQJHVEHWZHHQFPDQGFP7KH
SDQHOFRPSULVHVQLQHJUDSKLFXQLWVERWKᚏJXUDWLYHDQGQRQᚏJXUDWLYH7KHURFNVXUIDFHWKDW
constitutes the panel is very similar to the rest of the gallery, yellow limestone with crevices 
DQGVPDOOKROHVLQVRPHSODFHVLWKDVFDOFLWHIRUPDWLRQVWKDWGRQRWDᚎHFWWKHUHSUHVHQWDWLRQV
The surface of the panel is, as we mentioned above, created by protuberances that start on 
WKHFHLOLQJPDNLQJWKHVXUIDFHYHU\VLQXRXVDQGYDULHG7KHᚐRRURIWKHSDQHOLVXQFRYHUHG
limestone that has a gentle slope in an upward direction going towards the inside. 
7KHᚏUVWJUDSKLFXQLW LV ORFDWHGDERYHWKHVHFRQGHQWUDQFHWRWKHWRSRJUDSKLFXQLW LW LVD
VPDOOGRWSDLQWHGZLWKDᚏQJHUVPHDUHGLQUHGSLJPHQW7KHᚏUVWᚏJXUDWLYHGHSLFWLRQLVDQ
ibex (1.2), also drawn with a single outline with some details such as the eye and ear. Below, 
a deer (1.3) was traced using the same technique. To the left of both these depictions, there 
LVWKHᚏUVWFRPSOH[HQVHPEOHZLWKIRXUJUDSKLFXQLWVLQWHUVHFWHGDQLQFRPSOHWHKRUVH
SRVVLEO\GXHWRFRQVHUYDWLRQLVVXHVDKLQGWUDFHGZLWKᚏQJHULPSUHVVLRQVRYHULWVQHFN
two signs a tectiform and a simple quadrilateral (1.6, 1.7). Beside these, there is the third and 
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last ensemble of the panel composed of three graphic units: the frontal part of a horse (1.8) 
DQGWZRRYDOVLJQVDQGERWKRIWKHPᚏOOHGZLWKOLQHV7KHWHFKQLTXHLVGUDZLQJZLWK
red pigment, possibly with a pencil. The position the artist(s) had to acquire to draw these 
ᚏJXUHVZDVYDULHGPRVWSUREDEO\VLWWLQJGRZQ$FFHVVLVWKHVDPHDVIRUWKHWRSRJUDSKLF
unit. 
Visibility of some of the depictions is possible from the main gallery, in all cases partially. 
The visibility from inside of the topographic unit is quite good thanks to the proximity of 
the potential observer, but it also requires to move around to see them optimally. This is 
the reason we do not consider a point of optimal visualization for the whole panel. Area 
of maximum visualization is around 2,7 square meters, taking into account the spot of the 
gallery from where the depictions can be seen. This fact would mean three people standing 
outside the topographic unit and one inside, which would probably block the view to the 
people standing outside (Fig. 11.65).
Panel 2




that constitutes the ensemble is yellow limestone with some crevices and small holes. As the 
SUHYLRXVSDQHOLWLVYHU\YDULDEOHLQVKDSHFKDQJLQJHYHQLQWKHVDPHGHSLFWLRQ7KHᚐRRURI
the panel is uncovered limestone, with a gentle slope in an upward direction. 
The organization of the graphic units is very similar to the one on the previous panel, 
ᚏJXUDWLYHGHSLFWLRQVLQWHUVHFWLQJZLWKVLJQVLQPRVWFDVHVRYDODQGTXDGULODWHUDOᚏOOHGZLWK
lines creating a tectiform-like sign. This is the case of graphic units 2.12, 2.17 and 2.20, all of 
WKHPWUDFHGZLWKUHGSLJPHQWSHQFLOLQDVLQJOHRXWOLQH7KHᚏUVWRIWKHVHVLJQVLVLQWHUVHFWHG
ZLWKDUHLQGHHUGHSLFWLRQSRVLWLRQHGLQTXLWHDKLJKSODFHLWLVWKHELJJHVWGHSLFWLRQ
RI WKH HQVHPEOH ZLWK WKH KRUVH LQ WKH SUHYLRXV SDQHO H[HFXWHG LQ WKH VDPH WHFKQLTXH
UHGSLJPHQWDQGDVLQJOHRXWOLQH,QIURQWRILWVPX]]OHWKHUHLVDKHDGRIDQXQLGHQWLᚏDEOH
quadruped (2.13), probably a caprid or a cervid due to the shape of its ears or antlers, it is 
DOVRGUDZQLQUHGEXWWKHWHFKQLTXHLVGLᚑFXOWWRDVFHUWDLQGXHWRFRQVHUYDWLRQLVVXHV7RWKH
OHIWRIWKLVHQVHPEOHWKHUHLVDQRWKHUJURXSRIRYDOVLJQDQGᚏJXUHLQWKLVFDVHWKHᚏJXUDWLYH
one is an aurochs (2.14) with the head pointed downwards the sign is positioned over the 
cervical line as in the ensemble in front. Before them, also to the right, two other signs were 
drawn, a trident sign and other lines (2.15 and 2.16) that might be interpreted as deer antlers. 
Upwards and centimetres to the right another deer was depicted (2.18), over it but without 
WRXFKLQJWKHUHLVDYHU\VLPLODUᚏJXUHZLWKRXWDQWOHUV)LQDOO\DOVRWRWKHULJKWRIWKLV
ensemble, is the last oval sign, beside it, some simple red lines were drawn with pencil. The 
position the artist(s) had to acquire were varied due to the lack of space, mostly were traced 
sitting down but in some cases, the drawing would have required a quite forced position. 
The access to the panel is the same as the previous one and the topographic unit. Visibility 
is good due to the proximity of the observer to the graphic units. However, to see all the 
GHSLFWLRQVLWLVQHFHVVDU\WRPRYHDURXQGWKHXQLWDFTXLULQJGLᚎHUHQWSRVLWLRQVWKDWLVZK\ZH
GRQRWGHᚏQHDSRLQWRIRSWLPDOYLVXDOL]DWLRQZKLFKZRXOGEHUHGXFHGEHFDXVHRIWKHODFNRI
space, to a single person. Maximum visualization area is quite big because the panel is quite 
HORQJDWHGQHYHUWKHOHVVLWLVDOZD\VSDUWLDOLWLVVTXDUHPHWHUVZKLFKZRXOGWHFKQLFDOO\
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6.2.3TOPOGRAPHIC UNIT 3
Located in the last part of the gallery, which after approximately 20 m tapers down and 
VXGGHQO\WXUQVWRWKHOHIWDWD|DQJOHWKLQQLQJGRZQFRQVLVWHQWO\XQWLOVL[PHWHUVDIWHULWV
start, it closes down. The access to the point where this topographic unit is located is quite 
easy from the gallery B entrance. The itinerary is approximately 76,6 m long and can be 









requiring climbing and crawling for several meters, once reached the point where gallery A 
starts the itinerary followed is the same. 
7KHWRSRJUDSKLFXQLWLVDFRQGXLWWKDWVWDUWVDIWHUDWXUQRIWKHPDLQJDOOHU\RIWKHFDYHLWLV
quite high, more than 3,50 m at some points but it is narrow from the start being approximately 
0,5 meters wide. The last two meters it becomes narrower until it closes down at the end. 
From it, two very narrow conduits start and have, apparently, communication with other parts 
of the cave that were blocked during the 1950s works. The progression through the gallery 
ZRXOGEHHDV\HYHQWKRXJKLWLVQDUURZ7KHOLJKWLQJLQWKHJDOOHU\KDVWREHDUWLᚏFLDOLQDOO
cases since it has no connection with the entrance. 
7KUHHGLᚎHUHQWSDQHOVFRPSRVHWKHWRSRJUDSKLFXQLWWKHᚏUVWRQHLVWKHULJKWZDOOLWVWDUWVLQ
front of the gallery and can be seen from the access, but it develops for several meters. The 
second panel is located on the same wall. Composed of signs, it is separated by the previous 
because of the distance between the depictions of both panels. Its documentation had to 
be done from the point where the gallery narrows down because of conservation reasons: 
documenting it would involve touching the walls and possibly damaging the depictions. The 
third, and last, panel is located on the left wall of the unit, starting over the access point and 
reaching the point where it narrows down. 
No archaeological remains were found in this topographic unit and, seemingly, no adaptation 
ZRUNVWRRNSODFHRWKHUWKDQDVOLJKWH[FDYDWLRQRIWKHᚐRRUDQGDOLJKWSURWHFWRU7RSRJUDSKLF
unit 3 can be characterized as open since more than three people can be inside at the same 
time. The total area is only around 4,3 square meters.
Panel 1








The depictions start over the ledge that constitutes topographic unit 2, but since they are on 
WKHZDOOWKH\ZHUHSUREDEO\WUDFHGIURPWKHᚐRRURIWKHJDOOHU\DQGWKXVZHKDYHLQFOXGHG
WKHP LQ WKLVSDQHO7KLV ᚏUVWHQVHPEOH LV FRPSRVHGE\ WZRKLQGV DQRYDO VLJQ
(1.2) and an aurochs (1.4) with the head down. All four were traced with red pigment pencil, 
EHFDXVHRIWKHFRQVHUYDWLRQLVSRVVLEOHWREHPRUHVSHFLᚏF,QWKHFHQWUDOSDUWDQGDWDURXQG
FPIURPWKHᚐRRU WKHUH LVDQHQVHPEOHRIVLJQV WRTXDGULODWHUDODQGVKLHOG
VKDSHGWKUHHRIWKHPKDYHᚏOOLQJOLQHVYHUWLFDOKRUL]RQWDOERWKDQGREOLTXH7KHWHFKQLTXH
is, for all of them, simple outline with a red pigment pencil. Just below, a little bit to the left 




head of a fourth horse (1.13). Beside the two intersecting horses there are some black marks 
of unknown chronology (1.12). The technique is, in all cases, drawing a simple outline with a 
UHGSHQFLO2YHULWDQGEHORZWKHELJDXURFKVWKHUHLVDQRWKHUERYLQHᚏJXUHSUREDEO\






in this case a bison (1.14) because of the shape of the dorsal line. It was traced with a simple, 
EXW WKLFN RXWOLQH WKH VSHFLᚏF WHFKQLTXH LV XQNQRZQ RYHU LWV KHDG WKHUH LV DQRYDO VLJQ
ZLWKDQLQWHULRUᚏOOLQJH[HFXWHGLQ\HOORZSLJPHQWZLWKDVLQJOHRXWOLQH%HVLGHDQG
intersecting with the big aurochs are the rear quarters of a hind (1.15), executed with digital 
impressions. To the left and a little below, a small tectiform sign (1.19) was traced similarly, 
with a simple outline and red pigment. Over it, a partial representation of an animal (1.20), 
the ears, probably of a hind, were drawn with a brown pencil. Beside the big aurochs, at the 
same approximate height and with a similar size and opposing heads, a complete horse 
(1.21) was drawn with the same technique, digital impressions, and several details. Over the 
DEGRPHQDQGWKHUHDUTXDUWHUVDQHORQJDWHGVLJQZLWKLQWHULRUᚏOOLQJZDVGUDZQZLWK
pigment pencil. Below its legs a tectiform sign (1.23) was traced, and another one beside its 
UHDUOHJVDQGWDLOERWKZLWKLQWHULRUᚏOOLQJ
The position the artist(s) had to acquire was varied. It is possible he/she/them would have 
required some elevation to perform the depictions over 200 cm (1.6- 1.10 and 1.21), the rest 
of the depictions would have been executed, with all probability, in an upright position. The 
access to this panel is easy, the same explained above for the topographic unit. 
Visibility is very high due to the position of the depictions in a wall at varied heights and its 
location in front of the access to the topographic unit. Once reached the point of the panel it 
ZRXOGEHGLᚑFXOWQRWWRVHHWKHP7KHODFNRIVSDFHRQWKHFRQWUDU\PDNHVWKHPD[LPXP
area of visualization quite restricted (4 square meters) meaning four people at most. The 
point of optimal visualization is in front of the panel for two people at once (Fig. 11.67). 
Panel 2
Located on the same wall, continuing the decoration but at the point where it narrows down. 
,WLVVHSDUDWHGE\WKHSUHYLRXVSDQHOE\EDUHO\FPWKHGHSLFWLRQVDUHORFDWHGRQWKHZDOO






The depictions are mostly constructed signs (16 graphic units), some pigment concentrations 
WZR JUDSKLF XQLWV DQG D ᚏJXUDWLYH GHSLFWLRQ 7KH ᚏJXUDWLYH GHSLFWLRQ LV D KHDG 
SUREDEO\RIDFHUYLGRUDFDSULGLWLVORFDWHGLQWKHᚏUVWWKLUGRIWKHJDOOHU\DWDORZSRLQWRI
)LJXUH3DQHO/RFDWLRQZLWK$09DQG329DQGGHSLFWLRQV567
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the wall. It was executed with red pencil, and a single outline but the distance from where it 
ZDVDSSUHFLDWHGGRHVQRWDOORZEHLQJPRUHVSHFLᚏFDERXWLW%HIRUHWKHUHDUHVRPHSLJPHQW
concentrations, three very similar ones that we considered the same graphic unit (2.30), 
and on the other side of the head, there is another spot of similar characteristics (2.32). The 
UHVWRIWKHSDQHOGHSLFWLRQVDUHVLJQVRIYDULHGVKDSHV7HFWLIRUPVZLWKGLᚎHUHQW
interior segmentations, long vertical lines, and smaller lines both horizontal and oblique, all 
three of them have an excrescence on its left side, in two cases pointy, in one of them round. 
Oval signs (26, 27, 28, 34, 38, 39, 44 and 45) positioned either vertically or horizontally 
LQ UHODWLRQ WR WKHᚐRRUZLWKRUZLWKRXW LQWHULRUᚏOOLQJVLPSOHU WKDQWKH WHFWLIRUPVFDVHVEXW
also composed by vertical, oblique or horizontal lines. Quadrilateral signs (41, 42, 43), also 
ZLWKLQWHULRUᚏOOLQJSRVLWLRQHGLQDOOFDVHVYHUWLFDOO\LQUHODWLRQWRWKHᚐRRU)LQDOO\RQHFDVH
WKDWGRHVQRWᚏW LQDQ\RI WKHDERYHFDWHJRULHVZLWKDKDOIPRRQVKDSHSRVLWLRQHG
KRUL]RQWDOO\ LQ UHODWLRQ WR WKHᚐRRUᚏOOHGZLWKYHUWLFDO OLQHV7KH WHFKQLTXHXWLOL]HG WR WUDFH
DOOWKHVLJQVZDVDVLQJOHRXWOLQHZLWKSLJPHQWSHQFLORIGLᚎHUHQWWKLFNQHVVDQGFRORXUVUHG
and yellow). The position the artist(s) had to acquire was varied, upright for the higher ones, 
leaning forward for some others and crouching for the lower depictions. 
7KHDFFHVVLVTXLWHHDV\WKHKHLJKWRIWKHJDOOHU\DOORZVVWDQGLQJXSDWDOOPRPHQWVKRZHYHU
it is quite narrow. Visibility is excellent due to the high pigmentation of most of the signs, the 
)LJXUH3DQHO/RFDWLRQZLWK$09DQG329DQGGHSLFWLRQV$%&




see some of them from the position we had, meaning the optimal visualization is in front of 
HDFKRIWKHVLJQV:HFRXOGQRWFRQVLGHUWKHSRVVLELOLWLHVRIYLVXDOL]DWLRQIURPWKHᚏQDOSRLQW
of the gallery. Area of maximum visualization is around 4,3 square meters meaning it could 
be seen at the same time, partially, by up to eight people in an upright position. This number 
is only theoretical because the lack of space would limit it considerably, making it possible 
for, at most, four people (Fig. 11.69).
Panel 3
/RFDWHGRQ WKH OHIWZDOORI WKHJDOOHU\ WKHSDQHOVWDUWV MXVWDERYH WKHDFFHVVSRLQW WR WKH
topographic unit, on the arch the wall creates over it. It is positioned at a high and medium 
KHLJKWWKHYHUWLFDOGLVWDQFHIURPWKHJUDSKLFXQLWVWRWKHᚐRRUUDQJHVEHWZHHQFPDQG
FP7KHSDQHOFRPSULVHVWKLUWHHQJUDSKLFXQLWVERWKᚏJXUDWLYHDQGQRQᚏJXUDWLYH7KH





legs two red lines were traced with a pigment pencil (47). Below the horse, at the point where 
)LJXUH3DQHO/RFDWLRQZLWK$09DQG329DQGGHSLFWLRQV$%&
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part of a horse (53) is intersected with a complete hind (52) executed by digital impressions. 
Below the head of the horse a small head of a horse was drawn with black pencil facing 
downwards (54), over the muzzle some engraved lines were traced afterwards (56). Also 
below the belly of the partial horse, another red horse, similar to the one on the panel in front 
RI LW ZDVGUDZQZLWKGLJLWDO LPSUHVVLRQVDQGPXFKGHWDLO  LQ WKLVFDVH MXVW WKH
head was depicted. Below is the last depiction, black pigment rests (58).
Access is the same as in the previous panel. Visibility is quite good, but it is also determined 
by the height of some of the depictions and the lack of space, which in this case would allow 
having some perspective to watch the taller representations. Area of maximum visualization 
LVDURXQGPPHDQLQJIRXUSHRSOHDWPRVWVHHWKHᚏJXUHVDWWKHVDPHWLPH7KHSRLQWRI
optimal visualization, which in this case is limited because some of the depictions are almost 
LPSRVVLEOHWRVHHLQDQRSWLPDOSRLQWRIYLHZIURPWKHᚐRRURIWKHJDOOHU\GXHWRWKHLUKHLJKW
is reduced to a single person (0,5 m2) (Fig. 11.70).
*DOOHU\' (Fig. 11.71)
6.3.1.TOPOGRAPHIC UNIT 1
Located at the point where the galleries intersect, in between Gallery B, A, and D, due to 
its location it has traditionally been assigned to Gallery D though it has both depictions 
characteristic of the two precedent galleries. Access is most probably made through Gallery 
B, tough it is also possible to have been done crossing over all the gallery following the 
itinerary from the entrance at Gallery C and either of the passageways we described for 
this part of the gallery. This last access would be much more challenging since it would 
have implied a longer itinerary that entails climbing, going through a path with shafts and at 
OHDVWFURXFKSUREDEO\FUDZOWKURXJKDVLJQLᚏFDQWSDUWRIWKHJDOOHU\0HDQZKLOHWKHSDWKZD\
IROORZLQJWKH*DOOHU\%WUDLOZRXOGKDYHEHHQDOOWKHZD\ZDONLQJXSULJKWZLWKRXWDQ\GLᚑFXOW\
The itinerary to get to this topographic unit is about 42 m long from Gallery B and about 109 
m long from Gallery C going through Gallery D. The progression to the topographic unit is 




m wide at this point because it is in a more open area since it is at the point where the galleries 
intersect, and it is 21,6 m long. Nonetheless, the single panel that composes the unit is on the 
wall and its intersection with the ceiling in front of the Gallery B. Morphologically it is a classic 
WXEHWKHᚐRRUZDVSUREDEO\PRGLᚏHGEXWWKHZRUNVZHUHOLPLWHGWRDUHJXODUL]DWLRQVLQFH
LWGRHVQRWVHHPWRKDYHOHIWDPDUNLQJLQWKHZDOO1RQHWKHOHVVVRPHRWKHUPRGLᚏFDWLRQV
took place, in some parts of the limestone tube pendants that partially blocked the path were 
eliminated using a mallet and in front of the panel a fake wall was constructed to install a light 
to allow seeing the most prominent depiction. 
No archaeological remains were found in this topographic unit with the exception of a calcite 





Figure 11.71. Gallery D. Topographic units distribution 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Topographic unit 1 can be characterized as an open space since it can hold more than three 
people at once, the total area of the gallery is around 53 m2, the wider part where the panel 
is located is about 18,4 m2.
Panel 1









The highest depiction of the panel is the representation of the upper part of a hind, traced 
with red pigment with a digital technique. Next depiction is only 56 cm from the ledge below 
WKH SDQHO  LV D FRPSOHWH ᚏJXUH RI D GHHU HQJUDYHGZLWK DPXOWLSOH RXWOLQH XVLQJ D
VKDOORZEXWZLGHOLQH7KHUHVWRIWKHSDQHODUHQRQᚏJXUDWLYHGHSLFWLRQVLVDVKRUWOLQH
traced with the same technique as the hind, 1.1.4 and 1.1.5 are both ensemble of lines with 
DSSDUHQWO\QRᚏJXUDWLYHLQWHQWLRQ7KHSRVLWLRQWKHDUWLVWKDGWRDFTXLUHWRGUDZWKHGLᚎHUHQW
ᚏJXUHVDQGGHSLFWLRQVKDGWRYDU\IRUWKHKLQGWKHDUWLVWZRXOGKDYHKDGWRXWLOL]HWKHOHGJH
to prop himself/herself up to be able to reach the point where it is located. On the other hand, 
WKHUHVWRIWKHJUDSKLFXQLWVFRXOGKDYHEHHQWUDFHGLQDQXSULJKWSRVLWLRQIURPWKHᚐRRURI
the cave. 
The access to this panel is the same as described for the topographic unit. Visibility also 
FKDQJHVGHSHQGLQJ WKHGHSLFWLRQ WKHKLQG LVKLJKO\YLVLEOH IURPDGLVWDQFHRQ WKHRWKHU
hand, the engravings can only be seen in front of them reducing the visualization area. Area 
of maximum visualization is quite big, around 21,5 m2 meaning it could potentially host up 
to forty people, the point of optimal visualization is reduced to 5 m2, which could mean ten 









preservation state possibly due to the humidity of the wall. The next depiction (2.2) is an 
HQVHPEOHRISLJPHQWUHVWVWKDWSRVVLEO\FRQVWLWXWHGDᚏJXUDWLYHXQLWEXWWKDWLWLVLPSRVVLEOH
to read at present, the technique is impossible to determine. The position the artist had to 
acquire to draw was either leaning forward or crouching. The access to this panel is easy 
following the paths described above for the topographic unit. Visibility is low nowadays due 
to the poor conservation the height of the depictions on the panel. Both of them can be seen 
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meters before and after because of the height creating an area of about 3,3 m2, meaning 
XSWRVL[SHRSOHFRXOGVHHWKHᚏJXUHVDWWKHVDPHWLPHLQDQXSULJKWSRVLWLRQ2QWKHRWKHU
hand point of optimal visualization is much more reduced. Moreover, the best position is 
crouching, the area is 0,6 m2 meaning only one person can see it at the best. (Fig. 11.73)
6.3.2.TOPOGRAPHIC UNIT 2
Topographic unit 2 is located in the continuation of the gallery in a small chamber that has 
DWULDQJXODUVKDSH7KHGHSLFWLRQVDUHGLVWULEXWHGLQWKUHHGLᚎHUHQWSDQHOVWKDWDUHORFDWHG
both in the ceiling and the wall. Nowadays it constitutes there are two possible accesses to 
this part of the cave similar to those we explained for the previous topographic unit. Through 
Gallery B in an easy transit walking in an upright position for 53,6 meters, the other possibility 
is through the gallery C entrance walking, climbing, crawling and again walking until reaching 
the point. 
7KH FKDPEHU WKDW FRQVWLWXWHV WKH WRSRJUDSKLF XQLW LV VPDOO DQG WULDQJXODU PD[LPXP
GLPHQVLRQVDUHPORQJDQGPZLGH2QWKHHDVWHUQVLGHWKHᚐRRULVORZHUJHQHUDWLQJ
a shallow shaft, on the south side a big column developed dividing the chamber and creating 
a wall between the chamber and the continuation of the gallery on the eastern side. In the 
southernmost part another gallery starts, this constitutes the access, nowadays, to Galleries 
A, B, and D and was opened during the works around the 1970’s. This gallery was probably 





the elimination of some limestone pendants that created a barrier to transit the cave. No 
archaeological remains were found in this topographic unit and due to the works probably 
any existing rests were probably removed and lost. 
Topographic unit 2 can be characterized as an open space since it can hold more that 
WKUHHSHRSOHDWRQFHWKHZKROHXQLWLVDERXWPLQWRWDOEXWHOLPLQDWLQJWKHVKDOORZVKDIW
available space is reduced to 25 m2. 
Panel 1
Located in the central part of the chamber, distributed throughout the ceiling at a medium 
KHLJKW7KHYHUWLFDOGLVWDQFHIURPWKHJUDSKLFXQLWVWRWKHᚐRRUUDQJHVIURPWRFP
7KHSDQHOFRPSULVHVHLJKWJUDSKLFXQLWVERWKᚏJXUDWLYHDQGQRQᚏJXUDWLYHDQGVRPHUHVWV
of pigment that does not constitute any graphic unit. Rock surface is variable, it is calcite 
covering in the area where the engravings are distributed and yellow limestone in the part 
RI WKHSDLQWHGVLJQV LW LVVPRRWKᚐDWDQGDOZD\VSRVLWLRQHGKRUL]RQWDOO\ LQUHODWLRQWR WKH
ᚐRRU 7KH ᚐRRU EHORZ WKH SDQHO LV KRUL]RQWDO SRVVLEO\ EHFDXVH RI WKH ᚐRRU UHJXODUL]DWLRQ
WKDWSUREDEO\GLGQRWPRGLI\WKHKHLJKWRIWKHᚐRRUEHORZWKHHQJUDYLQJVDELJJHUKROHZDV
excavated to install the lighting system. 
First four depictions are engravings and a small dot, they are all located in the central part 
of the ceiling and distributed along a straight line from the outside to the inside. 1.3 is a sign 
FUHDWHGZLWKWKUHHOLQHVZLWKDSDUDOOHOGLVSRVLWLRQLVDKRUVHHQJUDYLQJᚏJXUHGWRWDOO\
1.5 is a small yellow pigment dot, 1.6 is an ensemble of crossed lines very deeply engraved, 
even lifting the rock surface. The technique is in all cases but one deep engraving traced 
by an incision and single outline, the dot is painted with yellow pigment. In the right side but 
deeper into the chamber, over the shallow shaft is where the painted ensemble is located: 
1.7 is a constructed sign, rectangular with the bigger sides slightly curved and interior lines 
GLYLGLQJWKHUHFWDQJOHLVDWULDQJXODUIRUPLVDQRYDOVLJQZLWKLQWHULRUOLQHVFURVVLQJ
WRWKHVLGHVWKHODVWGHSLFWLRQRIWKHSDQHOLVDQRWKHUUHFWDQJXODUVLJQZLWKOLQHVGLYLGLQJ
the interior. The technique is in all cases drawing with a yellow colorant pencil with a simple 
outline. The position the artist acquired to draw the depictions was in an upright posture and 
the arm stretched out. 
The access to the panel is easy, following the same path described above to access the 
topographic unit. 
Visibility nowadays is quite low due to conservation reasons but when they were drawn it 
must have been at least medium, not high due to its location in the ceiling and the small size 
of the signs. The engravings, even though they are deep the position in the ceiling reduces 
the area of visualization to directly below the depictions. The area of maximum visualization 
is around 7 m2, meaning 14 people could see them at most, the point of optimal visualization 
is reduced to 2 square meters and the optimal position is crouching under the panel meaning 
only two people could see them at once (Fig. 11.74). 
Panel 2
Located in the wall of the cave, it is the continuation of the previous panel but in the wall, 
LQ WKHRWKHU VLGHRI WKH VKDOORZVKDIW DW D ORZKHLJKW LQ UHODWLRQ WR WKH ᚐRRU7KH YHUWLFDO
distance from the single graphic unit that composes the panel is 110 cm. Rock surface is grey 
OLPHVWRQHKDUGVPRRWKDQGFRQFDYH7KHᚐRRUEHORZWKHSDQHOLVVXQNHQEHORZWKHᚐRRU








on the upper side, it has interior quartering, both separating the upper and central part. 
The access to the panel is easy following the same path described above but it requires 
either crouching down or go down to the shallow shaft. The only possibility to see it directly 
in front of it is to descend to the shallow shaft. Visibility is low nowadays because of the poor 
FRQVHUYDWLRQVWDWHLWZRXOGEHEHWWHUDWWKHPRPHQWZKHQLWZDVGUDZQEXWLWVVL]HZRXOG
also mean a kind of reduced area of maximum visualization (5,4 m2) limiting the area to 
seven people. The point of optimal visualization is 1,3 m2 meaning two people crouching or 
standing up (Fig. 11.75).
6.3.3.TOPOGRAPHIC UNIT 3
Located in the continuation of the gallery after the chamber and before it narrows down 
considerably, also before the topographic unit the height of the gallery descends, this part of 
WKHFDYHZDVFRQVLGHUDEO\PRGLᚏHGGXULQJWKHQLQHWHHQᚏIWLHVZRUNV7KHXQLWLVORFDWHGDW
WKHSRLQWZKHUHWKHJDOOHU\LVVWLOOTXLWHZLGHEXWWKHᚐRRUKDVEHHQH[FDYDWHGVLJQLᚏFDQWO\,W
is nonetheless easy to reconstruct the morphology of this part of the gallery because, on the 
VLGHVZHFDQVWLOOVHHWKHOHYHORIWKHRULJLQDOᚐRRU7KHWRSRJUDSKLFXQLWLVDQDUURZJDOOHU\
ZLWKDYHU\VKRUW LWLQHUDU\ LQDQXSSHU OHYHODW WKHVDPH OHYHORI WKHJDOOHU\ᚐRRU WKHUH LV
another conduct with similar disposition and itinerary, maximum dimensions are 5,8 m long 
by 1,3 m at the widest point. 
The access is made either through the Gallery B entrance and with an easy way, walking 
upright up until the moment where the unit is located. On the other hand, it is also possible 
to access through gallery C entrance but, as the previous units, it is much more complicated 
since it requires to climbing, going through a path with shafts and at least crouch probably 
FUDZOWKURXJKDVLJQLᚏFDQWSDUWRIWKHJDOOHU\XQWLOWKHSRLQWZKHUHWKHFKDPEHUWKDWFRQVWLWXWHV
the previous unit. The progression to the topographic unit and easy using the available 
entrances in Gallery B meanwhile it can be characterized as long and laborious due to the 
Fig. 11.75.Panel 2. Location and depiction





Itinerary is 84,5 meters from the Gallery B entrance and 74,6 meters from Gallery C. Only 
one panel composes the topographic unit. 
1RDUFKDHRORJLFDOUHPDLQVZHUHIRXQGLQWKLVWRSRJUDSKLFXQLWWKHUHZHFDQVWLOOᚏQGVRPH
UHVWVRIWKHZRUNVEXWRQWKHLQVLGHRIWKHJDOOHU\QRPRGLᚏFDWLRQVZHUHPDGH
Topographic unit 3 can be characterized as a restricted space since it cannot hold more than 
three people at once, the total area is around 5 m2. 
Panel 1
/RFDWHGRQWKHOHIWZDOORIWKHFRQGXFWPIURPWKHHQWUDQFHDWDORZKHLJKWWKHWRSRJUDSKLF
unit is not high enough to stand up, but it allows sitting down. The depictions are located all 
RYHUWKHZDOOIURPWKHᚐRRUOHYHOWRDOPRVWWKDWWKHXQLRQRIERWKZDOOVFRQVWLWXWHVWKHFHLOLQJ
7KHYHUWLFDOGLVWDQFHIURPWKHJUDSKLFXQLWVWRWKHᚐRRUUDQJHVIURPWRFPLQDYHU\
narrow space. The panel comprises three graphic units, 1.1 to 1.3, and some engraved 
OLQHV7KHURFNVXUIDFHWKDWFRQVWLWXWHV WKHHQVHPEOH LVJUH\ OLPHVWRQHYHU\VPRRWK WKH
GHSLFWLRQVDUHORFDWHGLQFRQFDYHᚐDWDQGVLQXRXVVXUIDFHV7KHᚐRRUEHORZWKHSDQHO LV
ᚐDWFRQVWLWXWHGE\OLPHVWRQHFRYHUHGE\DWKLQVHGLPHQWOD\HUQRPRGLᚏFDWLRQVWRRNSODFH
in this part of the unit.
$OOGHSLFWLRQVRIWKHXQLWDUHᚏJXUDWLYHEXWLQFRPSOHWHWKHᚏUVWGHSLFWLRQLVDTXDGUXSHG
ZLWKDFRPELQDWLRQRIWUDLWVWKDWFRXOGFRQVWLWXWHWKHKRUQVRIWKHᚏJXUHVLVWZRGRXEOH
FRQYHUJHQW OLQHVDQGᚏQDOO\ LVDELJFHUYLGDHSUREDEO\DGHHU7KHWHFKQLTXHRI WKH
WKUHHGHSLFWLRQVLVHQJUDYLQJZLWKDVKDUSREMHFWOHDYLQJDYHU\VXSHUᚏFLDOOLQHH[FHSWIRUWKH
FHUYLGDHZKHUHWKHURFNVXSSRUWLVVOLJKWO\GHFDOFLᚏHGDQGKDVFUHDWHGDPRUHYLVLEOHOLQH
The position the artist had to acquire to engrave the depictions was probably sitting down in 
front of the panel. 
7KHDFFHVVWRWKHSDQHOLVQRZDGD\VPRUHGLᚑFXOWWKDWLWKDGWREHDWWKHPRPHQWLWZDV
WUDFHG WKH KHLJKW RI WKH WRSRJUDSKLF XQLW WR WKH ᚐRRU RI WKHPDLQ JDOOHU\ LV RQO\ P
meaning going up would have been quite easy. 
Visibility is quite low due to the technique utilized, the engravings cannot be seen from the 
outside of the topographic unit, the only possible visualization position is sitting down in 
front of the panel meaning the space is quite restricted, the only point of visualization is the 
optimal one (0,6 m2) meaning only one person at a time could visualize the depiction at the 
same time (Fig. 11.76). 
6.3.4.TOPOGRAPHIC UNIT 4
Located in a secondary gallery, that opens from a small chamber on the main gallery of 
this part of the cave. A limestone block divides the gallery creating two conducts that allow 
accessing to the inner part, the ceiling also descends creating a small area and closing down 
before reaching the point where the exterior is located. This short gallery is parallel and 
follows the same directions as the other galleries that constitute the entrances to the cave, 
both open nowadays and the original entrances. The topographic unit is 6,3 m long by 1,3 m 
wide at the narrowest point. 
A single panel, located on the ceiling, beside the aforementioned limestone block, composes 
this unit. The access to this point of the cave is easy, following the same path as the previous 
panels and advancing 11 meters from the location of the previous topographic unit. The 
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LWLQHUDU\ WR UHDFK WKLV WRSRJUDSKLF XQLW LV GLᚎHUHQW IURP HLWKHU RI WKH SRVVLEOH HQWUDQFHV
through Gallery B entrance the path is longer though it can mostly be done in an upright 
position the last 11 meters require to acquire at least a kneeling position, possibly crawling. 
On the other hand, through Gallery C, the itinerary is shorter but also requires climbing and 
JRLQJWKURXJKVKDIWV,QWKHᚏUVWFDVHWKHLWLQHUDU\LVPORQJIURP*DOOHU\&LVMXVWP
1RDUFKDHRORJLFDOUHPDLQVZHUHIRXQGLQWKLVXQLW6HHPLQJO\QRPRGLᚏFDWLRQVWRRNSODFH
in this unit probably due to the lack of interest in this part of the cave the works only created 
a path to go through the gallery to allow access to the farther areas of this side of the cave. 
Topographic unit 4 can be characterized as an open space in general, the size of the whole 
gallery is 16,5 m2 meaning potentially more than three people could enter the place. 
Panel 1
Located in the ceiling of the gallery that constitutes the topographic unit, at the point where a 
limestone block divides the gallery. It is located at a medium low point, the vertical height from 
WKHVLQJOHJUDSKLFXQLWWKDWFRPSRVHVWKHSDQHOWRWKHᚐRRULVFPDQGWRWKHOLPHVWRQH
OHGJHMXVWEHORZWKHSDQHOFP7KHURFNVXUIDFHLV\HOORZOLPHVWRQHᚐDWDQGVPRRWKZLWK
VRPHVPDOOFUHYLFHVDQGKROHV7KHᚐRRUEHORZ WKHSDQHO LVKRUL]RQWDOTXLWHHOHYDWHG LQ
relation to the chamber that constitutes the access to the topographic unit, probably due to 
the adaptation works. 
7KHVLQJOHGHSLFWLRQVDUHᚏJXUDWLYHWKHXSSHUSDUWRIDKLQGLQDSRRUFRQVHUYDWLRQVWDWHGXH
WRSLJPHQWWUDQVIHU7KHWHFKQLTXHXVHGWRGHSLFWLWLVGLᚑFXOWWRGHWHUPLQHEHFDXVHRIWKH
preservation but probably was digital with a single outline, but we cannot rule out the pigment 
pencil as a technique. The position the artist(s) had to acquire was probably either leaning 
)LJ3DQHO/RFDWLRQJHQHUDOYLHZDQGGHSLFWLRQV$%&
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forward or leaning back, resting the back of the limestone block, due to the presence of it the 
position to draw it cannot be upright. 
The access to the panel is easy, following the same path described above to access the unit. 
9LVLELOLW\ LVPHGLXPEHFDXVHRI LWV ORFDWLRQLQWKHFHLOLQJ LW LVSRVVLEOHQRQHWKHOHVVWRVHH
from the point where the gallery starts with a bad perspective. The presence of the limestone 
EORFNDOORZVVHHLQJWKHᚏJXUHIURPWZRGLᚎHUHQWSRLQWVRIYLHZHLWKHUIURPWKHLQVLGHRUWKH
outside of the gallery. The area of maximum visualization is 3,2 m2 from the outside and 
1,9 m2 from the inside meaning 5,1 m2 in total, ten people standing, seven people if we 
consider a kneeling or crouching position which is the optimal in this case due to the location 
in the ceiling. The point of optimal visualization is 1,3 m2 from the outside and 0,6 m2 from 
the inside meaning two people at the same time, one in each side in a crouching or leaning 
forward position (Fig. 11.77). 
6.3.5.TOPOGRAPHIC UNIT 5
/RFDWHGLQDVPDOOFKDPEHUWKDWLVVLWXDWHGEHVLGHDFKDPEHUWKDWFRQVWLWXWHVWKHᚏQDOSDUW
Fig. 11.77. Panel 1. Location, general view and depiction
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of gallery D. It can be accessed in two ways, the easier one is through a short, narrow 
conduct with a low ceiling, the other is going up to the small chamber located above the 
aforementioned chamber where topographic unit 6 is located. It is, as we mentioned before 
DVPDOOFKDPEHUZLWK WZRGLᚎHUHQWVSDFHV WKHRQHZKHUH WKHDFFHVV OHDGV LQWR WKLVSDUW
is about 4 m long by 2m wide, with an oval shape. The other part is a prolongation of this 
chamber but separated by a narrowing it is 3 m long by 1,7 wide, and it is where the second 
DFFHVVOHDGVLQWRZLWKDELJVWHSGXHWRWKHGLᚎHUHQFHLQKHLJKWRIWKHFKDPEHUV
The itinerary to reach the unit is multiple it is quite long, 118,6 m, and requires walking upright 
for most of the path and either crawl or kneel through the part of the gallery between units 
3 and 4. The path from Gallery C is shorter but requires more expertise, from the entrance 
to the unit it is 61,3 m long and requires walking upright, climbing and going through the 
DUHDZLWKVKDIWV7KHSURJUHVVLRQFDQEHFKDUDFWHUL]HGDVLQWHUPHGLDWHGLᚑFXOW\GXHWRWKH
SUHVHQFHRIGDQJHURXVSDUWV7KHOLJKWLQJLQWKHJDOOHU\KDVWREHDUWLᚏFLDOLQDOOFDVHVVLQFH
it has no connection to the entrance. 
3DQHOVDUH ORFDWHG LQERWKVSDFHVRI WKHFKDPEHU WKHᚏUVWRQH LV ORFDWHG LQ IURQWRI WKH
HQWUDQFHWKHQH[WRQHLQWKHVPDOOHUVSDFHDQGᚏQDOO\WKHWKLUGRQHEHVLGHWRLWEXWDOVRLQ
the main space. 
No archaeological remains were found in this topographic unit, some scattered and broken 
ERQHVUHPDLQRQWKHVXUIDFHWKH\DUHVHHPLQJO\IDXQDOUHPDLQV$SSDUHQWO\QRZRUNVWRRN
place in this part of the cave.
Topographic unit 5 can be characterized as an open space since, as a whole, it can hold 
more than three people at once. Nonetheless, the smaller part of the chamber cannot hold 
more than two people due to the limited space. The total area of the chamber is 15 m2. 
Panel 1
Located on the wall, in front of the entrance to the chamber. It is positioned at a medium 
KHLJKW WKH YHUWLFDO GLVWDQFH IURP WKH VLQJOH XQLW WKDW FRPSRVHV WKH SDQHO WR WKH ᚐRRU LV
around 175 cm. The rock surface that constitutes the panel is limestone, both smooth and 
FRDUVHFRQFDYHLQJHQHUDODQGJUH\LQFRORXULWDOVRKDVFUHYLFHV7KHᚐRRUEHORZWKHSDQHO
LVPRVWO\ᚐDWFRYHUHGLQVFDWWHUHGDQGYHU\IUDJPHQWHGERQHVQRPRGLᚏFDWLRQVWRRNSODFH
in this part of the gallery. 
7KHVLQJOHGHSLFWLRQLVᚏJXUDWLYHLWLVDSDUWLDOUHSUHVHQWDWLRQRIDERYLGSUREDEO\DELVRQ
WUDFHGZLWKDYHU\VKDOORZLQFLVLRQLQDVLQJOHRXWOLQHLWLVYHU\GHWDLOHGZLWKWKHH\HWKHQRVWULO
and the mouth, as well as the horns, only the head, the start of the cervical-dorsal line and 
the chest. The position the artist(s) had to acquire was upright. 
The access to this panel is quite easy the same as explained above for the topographic 
XQLW9LVLELOLW\ LV ORZGXH WR WKH VL]HRI WKHGHSLFWLRQDQG WKH WHFKQLTXHXWLOL]HG LW LV DOVR
isolated meaning the observer would have needed to approach in order to see it. It can be 
nonetheless seen in an upright position, the characteristics of the depiction reduce the total 
YLVXDOL]DWLRQ DUHD WR PPHDQLQJ WKUHH SHRSOH FRXOGZDWFK LW DW WKH VDPH WLPH WKH
RSWLPDOSRLQWRIYLHZZRXOGEHUHGXFHGWRLPPHGLDWHO\LQIURQWRIWKHᚏJXUHPHDQLQJRQO\RQH
person (Fig. 11.78). 
Panel 2
Located in the smaller space of the chamber in the wall in front of the secondary access 
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slight slope, and it is a bit higher than the one of the main space of the chamber. 
Most of the depictions are engraved, traced with a single outline with a shallow incision, 2.1 
is a bovid with a disproportionate body, a very big head with horns and a really small body, 
same size in total as the head, 2.3 is an engraved hind, only the head and the neck were 
depicted, it is superimposed to the previous one, below it and also intersected with 2.2 is 




due to the height of the panel. 
Visibility is very low but the proximity of the observer to the panel due to the lack of space 
allows a more direct observation, area of maximum visualization an point of optimal view 
is the same, reduced to 1,2 m2 meaning only two people at the same time could see the 
representations drawn and engraved in this panel (Fig. 11.79). 
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Panel 3
Located in the right side of the main space of the chamber, in a wall at a medium-high height, 
WKHYHUWLFDOGLVWDQFHIURPWKHVLQJOHJUDSKLFXQLWRIWKHSDQHOWRWKHᚐRRULVFP$QRQ




The single depiction is a big sinuous line that could be considered a cervical-dorsal line, 
QRQHWKHOHVV GXH WR WKH XQᚏQLVKHG FKDUDFWHU RI WKH GHSLFWLRQZH FRQVLGHU LW DV D VLPSOH
line. Because of the nature of the rock surface, it is a very deeply engraved line created by 
LQFLVLRQZLWKDVKDUSREMHFW7KHSRVLWLRQWKHDUWLVWKDGWRDFTXLUHWRHQJUDYHWKHᚏJXUHZDV
standing in an upright position with the arm stretched out. 
Visibility is low due to the technique used but proximity to the panel allows to see it without 
PXFKGLᚑFXOW\GXHWRWKHGHHSHQJUDYLQJ$UHDRIPD[LPXPYLVXDOL]DWLRQLVDURXQGP
meaning up until four people could watch it simultaneously. Point of optimal visualizations is 
exclusively in front of the depiction and thus reduced to 0,5 m2, meaning only one person at 
the same time (Fig. 11.80).
6.3.6.TOPOGRAPHIC UNIT 6
Topographic Unit 6 is located in an upper chamber immediately above the last chamber of 
the Gallery D, the same one that allows accessing to the previous topographic unit. There 
are two possible accesses to this unit, one through the chamber below, climbing over a 
OLPHVWRQHEORFNRUWKURXJKWKHSUHYLRXVWRSRJUDSKLFXQLWFOLPELQJWKHULJKWZDOOXSWKHᚏUVW





more complicated because the wall that would allow going up is mostly smooth making it 
more arduous to reach the point. The itinerary to reach this unit is the same as the one for 
the previous unit either through gallery B or C, so we are not going to elaborate. 
7KHFKDPEHUWKDWFRPSRVHVWKHXQLWLVDERXWPORQJE\PZLGHWKHᚐRRULVDFDOFLWH
layer covered by a thin layer of sediments, the ceiling is quite high in the central part of the 
FKDPEHUDOORZLQJWRVWDQGXSLWJUDGXDOO\GHVFHQGVFUHDWLQJWKHZDOOV7KHFHLOLQJLVQRWᚐDW
it has convex domes that constituted the single panel of this unit. In the right side from the 
entrance point, there is a constriction created by stalagmites that lead to a continuation of 
this upper level in a gallery. 
No archaeological remains were found in this topographic unit. No works took place on this 
upper level, probably because the visits did not go into this side of the gallery. 
This topographic unit can be characterized as an open space since it can hold more than 
three people at once, the total area of the chamber is around 30 m2. 
Panel 1
/RFDWHGLQWZRGLᚎHUHQWSHQGDQWVWKDWFRPHRXWRIWKHFHLOLQJFUHDWLQJERWKYHUWLFDODQGVXE
vertical surfaces in the central part of the chamber described above. The panel is located 




Fig. 11.80.Topographic unit 5. Panel 3. Location, general view and depiction
)LJ7RSRJUDSKLFXQLW3DQHO/RFDWLRQJHQHUDOYLHZDQGGHSLFWLRQV$%





Access is the same as the one described for the topographic unit
%RWKGHSLFWLRQVDUHᚏJXUDWLYH LVDSDUWLDO UHSUHVHQWDWLRQRIDKRUVH LW LVKHDGOHVVEXW
due to the conservation issues of the rock surface we do not know if it was not depicted or if 




artist(s) had to acquire to draw these was probably upright due to the height of the depictions. 
Visibility is good due to the size and pigmentation of the depictions, they are both located in 
a prominent place, the central part of the chamber, that can be seen from the point of entry, 
in front of them and partially from the sides even if not completely. The area of maximum 
visualization is around 11 m2, this would, nonetheless, be limited by the hole the entrance 
creates meaning no more than 15 people in an upright position could enter the space and 
VHHWKHGHSLFWLRQV3RLQWRIRSWLPDOYLVXDOL]DWLRQLVTXLWHOLPLWHGIRUWKHVDPHUHDVRQERWK
depictions can only be seen in front of them limiting the space to three m2 meaning at most 
VL[SHRSOHERWKDWWKHHQWUDQFHSRLQWDQGLQIURQWRIWKHᚏJXUHV (Fig. 11.81). 
6.3.7.TOPOGRAPHIC UNIT 7
Located in a very narrow and low gallery positioned in the same upper level as the previous 
topographic unit. To access there are two possibilities: to go through unit 6 and a restricted 
opening in the right side of the chamber, surrounded by small calcite columns and to pass 
it is necessary to crouch or kneel. This leads into an open gallery, the one where the next 
topographic unit is located, the other possible access is through this gallery, climbing. 
Following a slope, and going to the right the gallery that constitutes the topographic unit 
starts. It is 4,4 meters long, gradually reducing its size up until it closes down and 1,3 meters 
DW WKHZLGHVW WKH FHLOLQJ LV DURXQG RQHPHWHU KLJK 7KH ᚐRRU KDV D VOLJKW XSZDUG VORSH
following the same direction of the gallery. Only one panel at the start was located in this 
topographic unit. 
No archaeological remains were found, no adaptation works took place in the exact spot of 
the gallery but in the access to it, some lighting structures were installed in order to provide 
with light the gallery below. 
Topographic unit 7 can be characterized as a restricted space, no more than one person 
sitting down can be in the gallery at the same time due to the lack of space. The total available 
space is 1 square meter. 
Panel 1
/RFDWHGLQWKHᚏUVWSDUWRIWKHQDUURZJDOOHU\WKDWFRQVWLWXWHVWKHXQLWPRUHVSHFLᚏFDOO\LQWKH
wall that constitutes the access point. The panel is about 1 m long, and the vertical distance 








thick body. The one on the left side of the panel was only partially represented probably due 
WRWKHODFNRIVSDFHLW LVPRUHSURSRUWLRQDWHWKDQWKHSUHYLRXVRQHDQGDOVRVRPHGHWDLOV
were represented on the head. The technique used for both of them is engraving with a sharp 
REMHFWWKDWOHDYHVDVKDOORZLQFLVLRQLQWKHᚏUVWᚏJXUHRIWKHSDQHODQGDPRUHGHHSRQHLQ
WKHOHIWᚏJXUH7KHSRVLWLRQWKHDUWLVWVKDGWRDFTXLUHWRHQJUDYHERWKGHSLFWLRQVLVVLWWLQJ
down in front of the panel, no other position is possible since lying down would not provide 
an adequate position to reach the panel. The access is the same as the one explained above 
for the topographic unit. 
Visibility is reduced to the point in front of the panel, it is impossible to see the engravings 
from the point of entrance since the panel is opposed to it, and the lack of space reduces the 
DUHDRIPD[LPXPYLVXDOL]DWLRQPWRLPPHGLDWHO\EHIRUHWKHSDQHOPHDQLQJRQO\RQH
person sitting down could see the panel (Fig. 11.82). 
6.3.8.TOPOGRAPHIC UNIT 8
Located in the main gallery of the cave, it is the gallery that connects both D and C, nowadays 
EORFNHGE\DQDUWLᚏFLDOZDOOLQVWDOOHGLQWKHQLQHWHHQᚏIWLHVRUVL[WLHV7KHSRVVLEOHDFFHVVHV
are multiple as the previous topographic unit the most plausible are the one through gallery 
B and D and the one crossing through gallery C. The itinerary from Gallery B is quite long, 
128,6 m, it requires walking and crawling through a small portion of Gallery D and walking 
upright again. Thus, it can be characterized as easy. On the other hand, the itinerary from 
gallery C entrance is short, around 51 m long, requires walking, climbing and going through 
)LJ7RSRJUDSKLFXQLW3DQHO/RFDWLRQJHQHUDOYLHZDQGGHSLFWLRQV$%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WKHVKDIWVORFDWHGDWWKLVSRLQWRIWKHJDOOHU\MXVWDIWHUZKHUHWKHSDQHOVDUHSRVLWLRQHG
The gallery is about 15 meters long, quite high since it has at least 5m to the ceiling, the left 
VLGHLVFRYHUHGLQVWDODJPLWLFᚐRZVWRQHWKHULJKWVLGHZDOO LV OLPHVWRQH,QJHQHUDO LWKDV
TXLWHDKLJKVORSHLQWKHᚏUVWSDUWXSXQWLOWKHSRLQWZKHUHWKHSDQHOVDUHORFDWHGZKHUHWKH
ᚐRRULVKRUL]RQWDO$WWKLVSRLQWLVZKHUHWKHVKDIWVOHDGLQJWRLQIHULRUOHYHOVVWDUWIRUDURXQG
meters. The entrance point is located in the NW side of the chamber that leads to previous 
topographic units, also topographic unit 7 access is located at a higher level of this gallery, 
but the easiest access to it is through the small chamber that constitutes topographic unit 6. 
1RDUFKDHRORJLFDOUHPDLQVZHUHIRXQGLQWKLVWRSRJUDSKLFXQLW,WVHHPVWKDWWKHPRGLᚏFDWLRQV
in this area were limited to some steps carved in the slope to make the descent easier. 
Topographic unit 8 can be characterized as an open space since it can hold more than three 
people at once, total area is around 40 m2 taking into account also the part where the shafts 
are located. 
Panel 1









a bison due to the pronounced hump, it is very poorly conserved, the pigment is very 
ZDVKHGRXWDQGSRVVLEO\PRVWRIWKHᚏJXUHKDVGLVDSSHDUHGEHFDXVHRIJHRORJLFDOSURFHVV
Nowadays only the head, possibly a horn, the hump and perhaps the start of the dorsal line 
DUHYLVLEOH7KHWHFKQLTXHLVGLᚑFXOWWRGHWHUPLQHLWZDVSRVVLEO\WUDFHGZLWKDUHGSLJPHQW
pencil with a simple outline. 
The access to the panel is easy walking downwards for about 6,5 m from the start of the 
gallery. Visibility is nowadays low due to the conservation issues, recently traced due to 
the size and position on the wall it must have been quite visible in an upright position. The 
angle from where the depiction is visible is around 2,6 m2 nowadays, meaning three people 
DWPRVWFDQVHHWKHᚏJXUH3RLQWRIRSWLPDOYLVXDOL]DWLRQLVPRUHOLPLWHGWRMXVWLQIURQWRILW
meaning an area of 0,5 m2, limiting it to one person at a time to see the representation at its 
optimal (Fig. 11.83). 
Panel 2




it is grey limestone, smooth, and polymorph, covered by secondary calcite formations. It has 
VRPHSUREDEO\UHFHQWUHGSDLQW7KHᚐRRUEHORZWKHSDQHOLVDOPRVWKRUL]RQWDOWKHJUDGLHQWRI





it is also a bovid, probably a bison (2.1) for the same reasons as the previous one, it also 
has conservation issues but in this case the depiction is complete, in a vertical position in 
UHODWLRQZLWKWKHᚐRRUZLWKWKHKHDGXS6HFRQGGHSLFWLRQLVZLGHO\MX[WDSRVHGWRLWORFDWHG
in the other side of the column, it is the head of a horse, also in a very poor conservation 




The access to this panel is the same as the previous one. Visibility is low nowadays due 
the lack of pigmentation but due to the size of the depictions and their position in the 
panel visibility must have been quite good. Best position to visualize the ensemble is in an 
upright position. The area of maximum visualization is nowadays quite reduced due to the 
conservation issues, it is around 3,7 m2 meaning at most seven people could see the panel 
at the same time. Point of optimal visualization is 0,9 m2 meaning two people at the same 
time can see both representations optimally (Fig. 11.84).
*DOOHU\C (Fig. 11.85)
6.4.1.TOPOGRAPHIC UNIT 1
Constituted by the main gallery of this part of the cave. The decoration starts about 1 m from 
WKHDUWLᚏFLDOZDOOWKDWZDVFRQVWUXFWHGDIWHUWKHHQWUDQFHZDVRSHQHGLQWKHZRUNVRI
The distance between this wall and the outside is about four meters. The access should 
have been very easy. The entrance, though, was destroyed, and we do not know exactly 
how it was but probably would have been possible to walk upright without any trouble. Since 
the ceiling is quite high on this side of the cave, it would have been possible this whole 
Fig. 11.83. Topographic unit 8. Panel 1. Location, general view and depiction





topographic unit in an upright position. The transit can be characterized as easy with the 
UHVHUYDWLRQRIWKHᚏUVWPHWHUVZKLFKZHUHGHVWUR\HGGXULQJWKHZRUNV
The gallery is wider near the entrance for about 5 m, of those, only 3 m constitute the path 






continuous on the wall. Panel 3 is located in a limestone column that separates topographic 
unit 1 from two, and Panel 4 is about a meter from the previous, in a limestone pendant also 




10 in the left wall at a low height and panel 11 in the right one, beside the access point to 
topographic units 5, 6 and 7. 
7KHQDWXUDO OLJKWSUREDEO\SHQHWUDWHG WKHᚏUVWSDUWRI WKHJDOOHU\SUHVXPDEO\ UHDFKLQJXS
until panel 4, possibly even more but since we do not know how high the entrance was it is 
LPSRVVLEOHWRUHFRQVWUXFWXSXQWLOZKHUHWKHOLJKWUHDFKHG)RUSDQHOVDQGDUWLᚏFLDOOLJKW
would have been needed. Nonetheless even from that point, it would be possible to go back 
to the entrance without light since the exterior clarity would reach up to that point. 
The complete itinerary of the topographic unit is around 12 m in all cases, very easy to 
WUDQVLW6RPHPRGLᚏFDWLRQVWRRNSODFHLQWKLVSDUWRIWKHJDOOHU\LQWKHᚏUVWDUHDWKHᚐRRUZDV
ORZHUHGGRZQIRUDERXWFP$IWHUWKHᚏUVWPLWZDVOHVVWKDQFPDQGEHVLGHSDQHO
8 a cement step was installed to go down the slope that starts at this point of the gallery. 
$IWHU WKDWSRLQW WKHᚐRRUGRHVQRWVHHP WRKDYHEHHQPRGLᚏHGVLJQLᚏFDQWO\RWKHU WKDQD
ᚐRRUUHJXODUL]DWLRQ2QERWKVLGHVRIWKHJDOOHU\FHPHQWSURWHFWRUVZHUHLQVWDOOHGWRSUHYHQW
visitors from approaching the panels. Some lights were installed to provide lighting to the 
panels. 
Some archaeological artefacts were located near the entrance, in the 1913 monographic 
WKH\PHQWLRQWKHSUHVHQFHRIERQHV&DUEDOORORFDWHGVRPHUHPDLQVWKDWZHUHFODVVLᚏHGDV
Solutrean. Nonetheless, the works probably destroyed the stratigraphy and discarded most 
of the archaeological materials.  
Topographic unit 1 can be characterized as an open space since it can hold more than three 
people at once, the total area is around 34,1 square meters.
Panel 1






orange limestone, smooth and sinuous in general, though graphic unit 3 is in a concavity. A 
WKLQOD\HURIZDWHUWKDWKDVFDOFLᚏHGLQDWKLQYHLOLQVRPHSDUWVFDXOLᚐRZHUVLQRWKHUUHJLRQV
FRYHUVWKHZDOO,QVRPHDUHDVWKHOLPHVWRQHKDVSHHOHGRᚎ7KHᚐRRUEHORZWKHSDQHOZDV
KHDYLO\PRGLᚏHGDQGZHGRQRWNQRZKRZ LWZDVH[DFWO\ WKRXJKSUREDEO\ᚐDWJLYHQ WKH
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marks on both walls. 
7KHᚏUVWJUDSKLFXQLWLVDERYLQDHGHSLFWLRQH[HFXWHGIDFLQJGRZQZDUGV|LWZDV
GUDZQFRPSOHWH WKRXJKVRPHSDUWVKDYHGLVDSSHDUHGDURXQG WKHᚏJXUH WKHUHDUHVRPH
SLJPHQWUHVWVWKDWPLJKWKDYHWUDQVIHUUHGIURPWKHᚏJXUHRYHUWKHUHDUTXDUWHUVDVLQXRXV
line was traced. The technique for both these units is drawing in red pigment with a block or 
SHQFLO7KHWKLUGXQLWLVZLGHO\MX[WDSRVHGWRERWKDWDKLJKHUSRLQWRQWKHZDOODQGVRPHKRZ
concealed on a concavity. It is in a bad preservation state, it seems to be the frontal line, the 
VWDUWRIWKHGRUVDOOLQHDQGHDUVRIDKLQGH[HFXWHGGLJLWDOO\E\VWDPSLQJWKHᚏQJHUVFUHDWLQJ
dots superimposed that generate a line. The position the artist had to acquire to draw them 
YDULHGIURPRQHDQRWKHUWKHᚏUVWWZRZHUHH[HFXWHGHLWKHUNQHHOLQJRUFURXFKLQJWKHWKLUG
one standing. 
The panel is positioned immediately after the entrance to the cave and thus the itinerary to it 
is very easy and accessible.






meter meaning up to 13 people could see some depictions of the panel. The point of optimal 
visualization is limited to 1 square meter because of the location of graphic unit 3, which is 
concealed unless it is seen from very close. Thus, it is limited to two to three people at the 
same time (Fig. 11.86).
Panel 2










QHFN LV H[WHQGHG LWVPDVVLYHQHVV SRLQWV WRZDUGV D GHHU EXW QR DQWOHUV ZHUH GHSLFWHG
The technique is probably drawing with a thick block of dark red pigment. Just below an 
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the previous one, but they are not touching. Over the 2.4 there is a bison depiction (2.6), with 
DODUJHᚏUVWKDOIDQGDQXQGHᚏQHGKHDGLVLQDSRRUSUHVHUYDWLRQVWDWH([HFXWHGE\GUDZLQJ
with a red pencil. In front of both 2.4 and 2.5, there is a large colorant stain that does not 
VHHPWRFRPSRVHDVLJQRUDᚏJXUH%HVLGHWKLVHQVHPEOHWKHUHLVDQRWKHURQHFRPSRVHGE\
an ensemble of dots (2.8) with four rows of dots. Executed by digital stamping, that creates 




was probably executed by drawing with red pencil. On the lower quadrant of the sign, a head, 
probably of a hind (2.11), was drawn with a simple outline. Below the sign a pigment stain 
(2.13) and a three sides of a possible quadrilateral signs, the poor preservation does not 
DOORZWRFRQᚏUPWKDWLWZDVFRPSOHWHO\FORVHG%HVLGHWKHVHGHSLFWLRQVWKHUHLVDFRPSOH[
sign, which resembles a mirrored K (2.14). Finally, beside there is a horse’s head (2.15) in 
a very poor preservation condition. The position the artist had to acquire varies between 
VWDQGLQJDQGOHDQLQJIRUZDUGERWKLQVRPHFDVHVWKHODWWHULVWKHPRVWIUHTXHQW
The access to this panel is very easy since it is positioned beside the entrance, it is very 
probable natural light reached the depictions. 
Visibility is very high due to the concentration of depictions and the techniques used in the 
panel, the intensity of the pigments would make the panel hard to miss. All of the depictions 
could be seen either standing or leaning forward. Area of maximum visualization is 9,9 
square meters which would mean up to twenty people in front of the panel in two or more 
rows. The point of optimal visualization is limited to the area around the panel, which is 1,5 
square meters meaning three or four people at the same time (Fig. 11.87).
Panel 3
Composed by a limestone pillar that divides the gallery creating, with other overhangs 
and pillars, the compartment that composes topographic unit 2. The vertical distance from 
WKH JUDSKLF XQLWV WR WKH ᚐRRU UDQJHV QRZDGD\V EHWZHHQ  DQG  FP WKH ᚐRRUZDV
excavated in this area around 20 cm meaning, originally it was between 153 cm and 56 cm. 
7ZRQRQᚏJXUDWLYHJUDSKLFXQLWVFRPSRVHWKHSDQHO7KHURFNVXUIDFHLV\HOORZOLPHVWRQH
quite smooth due to the lack of crevices, it is sinuous in general and hard. The general 
preservation of the panel is poor due to the presence of a thin layer of water that washed out 
the depictions, specially the lower one. 
7KHᚏUVWGHSLFWLRQLVDVLJQFRPSRVHGRIWZRWKLFNFXUYHGOLQHVRQWKHORZHUVLGHLWLV
PXFKOHVVGHᚏQHGGXHWRZDVKLQJRXWRIWKHSLJPHQWLQWKHXSSHUVLGHWKHHQGRIWKHOLQHV
are curved. Below this sign there is part of a quadrilateral sign (3.17) open on the lower side, 
LWKDVDOLQHLQWKHLQWHULRUXSSHUVLGH7KHWHFKQLTXHLVGLᚑFXOWWRDVFHUWDLQIRUWKHᚏUVWXQLWLW
was drawn and painted, but the means are unknown, the lower one was also drawn in red, 
probably executed with a pigment pencil. The position the artist had to acquire was leaning 
and crouching or kneeling for the lower one.
The access to this panel is easy continuing forward the gallery for about a meter from the 
previous depictions. 
Visibility is high due to its positioning in the main gallery and at a point when it starts to taper 
GRZQEXWDOVRDWWKLVSRLQWWKHQDWXUDOOLJKWZRXOGKDYHEHHQPRUHLQVXᚑFLHQWDQGSRVVLEO\
DQDUWLᚏFLDO OLJKWVRXUFHZDVQHFHVVDU\WRVHHWKHSDQHOZKLFKLVDOVRIDFLQJWRZDUGVWKH
interior of the cave. Maximum visualization area is around 4,7 square meters, meaning 
around eight or nine people at the same time around the panel and with a partial view. Point 
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of optimal visualization is limited to a square meter and, thus for two to three people at the 
same time, since more would block the view to the whole panel (Fig. 11.88).
Panel 4
Located in a limestone overhang in the same wall and separated about a meter from the pillar 
)LJXUH3DQHO/RFDWLRQJHQHUDOYLHZDQGGHSLFWLRQV$%&'()*
+,-




and, thus, the original height would have been around 150 cm. A single, isolated, graphic unit 
composes the panel. The rock surface is grey-orange limestone, covered by small crevices, 
LWLVKRZHYHUVPRRWKKDUGDQGᚐDW7KHᚐRRUEHORZWKHSDQHOZDVPRGLᚏHGE\H[FDYDWLRQ
it was probably levelled but could also have constituted the start of the downward slope that 
characterizes this part of the topographic unit. 
7KHVLQJOHGHSLFWLRQ LVᚏJXUDWLYH LW LV WKH IURQWDOSDUWRIDKLQGH[HFXWHG LQD|DQJOH
it was placed near the border of the wall, the rest of the depiction does not seem to have 
disappeared. This depiction was not included in the 1913 monograph, during the works it 
ZDVFRQVLGHUHGDIDOVLᚏFDWLRQVLQFHLWZDVKLJKO\YLVLEOHDQGLWGLGQRWDSSHDULQWKHSUHYLRXV
study. González-Echegaray (1956) mentions that it was scraped to clean the wall, but the 
ᚏJXUHGLGQRWGLVDSSHDUHDVLO\WKH\FRQFOXGHGWKHQWKDWLWZDV3DODHROLWKLFEHFDXVHRIWKLV
reason.  Due to this, the depiction is nowadays very washed out and in a poor preservation 
condition. The technique is drawing with a red pencil, but the means are unknown, possible 
by digital impression or pencil. The position the artist had to acquire was either upright or 
leaning forward slightly. 
The access to this panel only requires walking forward a meter from the previous panel. 
9LVLELOLW\PXVWKDYHEHHQYHU\KLJKGXH WR WKHRULHQWDWLRQRI WKH OLPHVWRQHRYHUKDQJ WKLV
would also mean that possibly some natural light might have reached this point, making 
SRVVLEOHWRDVFHUWDLQLWVH[LVWHQFHZLWKRXWDQ\DUWLᚏFLDOOLJKWLQJ0D[LPXPYLVXDOL]DWLRQDUHD
LVDURXQGIRXUPHWHUVPHDQLQJDWPRVWHLJKWSHRSOHVWDQGLQJDURXQGWKHSDQHOVRPHRIWKHP
might have a partial view of it. The point of optimal visualization is around one square meter, 
which would ensure an optimal view to two or three people (Fig. 11.89).
Panel 5
Located on the left wall of the cave after the compartment that constitutes topographic unit 
2. The panel is positioned, nowadays at a middle-low height. The vertical distance from the 
JUDSKLFXQLWV WR WKHᚐRRU UDQJHVFXUUHQWO\EHWZHHQFPDQGFP WKHH[FDYDWLRQ
was around 20 cm in this area meaning the actual height was between 170 cm and 84 cm. 
7KHSDQHOFRPSULVHVVL[JUDSKLFXQLWVDOORIWKHPᚏJXUDWLYH7KHURFNVXUIDFHLVYDULHGERWK
limestone and limestone covered by a thin layer of calcite, primary and secondary in relation 
to the graphic units. It is, in general, smooth, sinuous and hard. At this point, the downward 
slope is more noticeable despite the excavation that took place in this area. 






features, over it and between the frontal part of the bovid there is a second undeterminable 
GHSLFWLRQ EXWFRXOGEHDKRUVH)LQDOO\ WKH ODVWGHSLFWLRQ LVDOVRTXLWH LQGHᚏQLWH LW
has horns and appears to be a caprid. All of them seem to have been executed by drawing 
with a black, charcoal, pencil and a simple outline. Close to the rear quarters of the bovid 
there are two very similar hinds (5.23 and 24) opposing each other, the one on the left is 
almost complete, it was possibly complete but due to the presence of secondary calcite it has 
YLUWXDOO\GLVDSSHDUHGWKHVHFRQGLVOLPLWHGWRWKHIURQWDOSDUW%RWKRIWKHPZHUHH[HFXWHGE\
digital stamping. The position the artist had to acquire varied between standing upright for the 
higher ones (5.19,23 and 24) and leaning forward for the lower ones (5.20, 21,22). 
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The access to the panel is easy since it is located beside the previous one it only requires go 
forward for about one meter. Visibility is good due to their position in the wall, their size and 
KLJKSLJPHQWDWLRQRIVRPHRIWKHP$OORIWKHPFDQEHVHHQLQDQXSULJKWSRVLWLRQDUHDRI
maximum visualization is around 5 square meters meaning up to ten people could partially 
VHHVRPHᚏJXUHVDQGSDUWLDOSDUWVRIWKHSDQHO7KHSRLQWRIRSWLPDOYLVXDOL]DWLRQLVUHGXFHG
to the area in front of the depictions which is around 1,2 square meters, meaning two-three 
people at the same time (Fig. 11.90).
Panel 6 
Located on the right side of the main gallery, in a quite high area since it is positioned on 
)LJXUH3DQHO/RFDWLRQJHQHUDOYLHZDQGGHSLFWLRQV$%
Figure 11.89. Panel 4. Location, general view and depiction
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several surfaces on limestone blocks placed immediately in front of the walls. The depictions 





VHFRQGDU\ LQ QDWXUH VLQFHPRVW RI WKH ᚏJXUHV KDYH SHHOHG GRZQ SDUWLDOO\ ,W LV \HOORZ LQ
colour, but some of them have been covered by suspension dust that gives them a brownish 
KXH7KHVKDSHRIWKHURFNLVYHU\YDULDEOHEHWZHHQᚏJXUHVEHLQJPRVWO\ᚐDWEXWDOVRFRQYH[







holes in the limestone blocks. Almost at the same height but on the other side of the holes that 
GLYLGHWKHSDQHOLVWKHQH[WVLJQDUDPLIRUPLQWKLVFDVHRYHULWWZRPRUHFODYLIRUPV





WKHGHSLFWLRQVDUH LQ DSRRU SUHVHUYDWLRQ VWDWH HLWKHUZDVKHGRXW RU SDUWLDOO\ SHHOHGRᚎ
7KHWHFKQLTXHLVGLᚑFXOWWRDVFHUWDLQDOORIWKHPZHUHGUDZQZLWKUHGSLJPHQWWKHPHDQV
DUHGLᚑFXOWWRGHWHUPLQHSUREDEO\ZLWKDSHQFLOᚏJXUHZDVᚏOOHGZLWKSDLQWWKHPHDQV
given the preservation conditions, are unknown. The position the artist had to acquire was, 
probably, from the back of the blocks, accessing through topographic unit 4 and leaning out 




around facing the right wall of the cave. Area of maximum visualization is quite big, around 
VTXDUHPHWHUVWKDWZRXOGDOORZVHHLQJVRPHRIWKHGHSLFWLRQVZLWKGLᚎHUHQWSHUVSHFWLYHV
this area would mean that around twelve people standing, at most, could see the panel at the 
same time. The point of optimal visualization is reduced to 1,3 square meters and three-four 
LQGLYLGXDOVH[FHSWWKHᚏJXUHWKHRQO\SRVVLELOLW\WRVHHLWFRUUHFWO\ZRXOGEHIURPWKH
same perspective the author had while drawing it, from behind the blocks (Fig. 11.91).
Panel 7





some parts it is lightly sinuous. It is hard and smooth despite the presence of some crevices. 
7KHᚐRRUEHORZWKHSDQHOLVPRVWO\ᚐDWQRQHWKHOHVVLQWKLVDUHDLWLVKDUGWRGHWHUPLQHWKH
VKDSHRIWKHᚐRRUVLQFHLWZDVFKDQJHGVLJQLᚏFDQWO\LWLVSRVVLEOHWKDWLQWKLVDUHDWKHVORSH
that is more evident while going forward. A cement step was installed to reduce the gradient 
of the slope. 
There are two parts in the panel, a very intricate ensemble of depictions intersecting and 





one is the protomos of an ibex (7.31) with some details such as the eye and the beard but 
drawn in a simplistic way with a black pencil and a single outline. Over it, engraved, there 
LVDPHGLXPVL]HᚏJXUHLWVLQWHUSUHWDWLRQLVGLᚑFXOWLWVFKDUDFWHULVWLFVGRQRWSRLQWWRZDUGV
DVSHFLᚏFVSHFLHVDQGWKXVZHKDYHFODVVLᚏHGLWDVDQLQGHWHUPLQDEOHTXDGUXSHG
In front of the head of the ibex and below the previous depiction, intersecting with it and 
ZLWKᚏJXUH WKHUH LVDQHQJUDYHGDQGSDUWLDO UHSUHVHQWDWLRQRIDKRUVHRQO\ WKHKHDG
the chest and the rear legs are missing. Over the ibex and the indeterminable quadruped, 
a red claviform (7.34) was drawn and intersecting with the quadruped another claviform 
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2YHUWKLVZKROHHQVHPEOHDQGLQWHUVHFWLQJZLWKPRVWRIWKHᚏJXUHVPHQWLRQHGWKHUH
is an engraved horse (7.35), in this case also missing only the rear quarters, its head is 
quite detailed with the eye and the hairs on the maxilar area. Finally, the last depiction of 
WKHSDQHOLVDOVRHQJUDYHGDQGLQWHUVHFWLQJZLWKWKHSUHYLRXVᚏJXUHLWLVWKHUHDUTXDUWHUV
of an indeterminable quadruped, though the tail points towards a hind depiction (7.37). The 
technique of the engraved depictions was executed with a very shallow incision with a sharp 
REMHFWFRPELQLQJ LQ WKHVDPHᚏJXUHVLPSOHRXWOLQHDQGPXOWLSOHRXWOLQH7KHSRVLWLRQ WKH
artist had to acquire was standing up for the bison (7.38) and leaning forward or crouching 







and intricate and hard to watch. Area of maximum visualization is quite large due to the size 
DQGKLJKSLJPHQWDWLRQRIWKHELVRQLW LVDURXQGVTXDUHPHWHUVPHDQLQJXSWRWKLUWHHQ
people could see the panel partially. On the other hand, the point of optimal visualization is 
TXLWHOLPLWHGGXHWRWKHORZYLVLELOLW\RIVRPHRIWKHHQJUDYLQJVLWZRXOGEHDURXQGVTXDUH
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been a slope, though the degree is unknown. Also beside the panel, a light protector was 
LQVWDOOHGPRGLI\LQJWKHFRQᚏJXUDWLRQDQGSRWHQWLDOO\KLGLQJGHSLFWLRQV
7KHᚏUVWGHSLFWLRQ LVDQHQJUDYHG LEH[ LWKDVVKRUWEXWVLQXRXVKRUQVDQGDURXQG
body, it was depicted complete and with some details (eye and ear). Centimeters below and 
to the right a very schematic deer (8.40) was executed with a double outline in some parts. 
7KHODVWGHSLFWLRQRIWKHSDQHOLVWRWKHULJKWRIWKHLEH[DQGDERXWFPXSLQWKLVFDVHWKH
GHSLFWLRQLVVRSDUWLDOದRQO\WKHUHDUTXDUWHUVದWKDWLWLVKDUGWRLQWHUSUHWZHKDYHFODVVLᚏHGLW
as an indeterminable quadruped (8.41). The technique for all of them is engraving by incision 
ZLWKDVKDUSREMHFWDQGFRPELQLQJVLPSOHDQGGRXEOHRXWOLQH7KHSRVLWLRQWKHDUWLVWKDGWR
DFTXLUHLVXQFOHDUGXHWRWKHFKDQJHVWKDWWRRNSODFHLQIURQWRIWKHSDQHOQRQHWKHOHVVWKHLU
height indicates that they were executed sitting, crouching or kneeling down. 
7KHDFFHVVLVHDV\IURPWKHSUHYLRXVSDQHOZDONLQJIRUZDUGIRUDERXWDPHWHULWLVORFDWHGLQ
front of panel 5. Visibility is very low due to the orientation of the panel, its height in relation 
WRWKHᚐRRUDQGWKHWHFKQLTXHXVHG3UR[LPLW\LVQHFHVVDU\LQRUGHUWRVHHWKHSDQHO7KXV
maximum visualization area and point of optimal view are very restricted (0,4 and 0,2 square 
meters) and limited to one or two people sitting or crouching (Fig. 11.93).
Panel 9 




is slightly sloped in a downward direction. The rock surface is grey limestone, quite smooth 
GHVSLWHWKHSUHVHQFHRIFDOFLᚏHGRULᚏFHVKDUGDQGFRQFDYHLQJHQHUDO
The single graphic unit is a sinuous line (9.42) that has been described previously as a 
PDPPRWKGHSLFWLRQQRQHWKHOHVVZHWKLQNWKLV LQWHUSUHWDWLRQ LVTXLWHDGYHQWXURXVVLQFHLW
LVDVLPSOHOLQHLWVᚏJXUDWLYHFKDUDFWHULVGLᚑFXOWWRVXSSRUW7KHWHFKQLTXHXVHGLVGUDZLQJ
with a black –either charcoal or manganese– pigment pencil and a simple outline. The artist 
SRVLWLRQZDVSUREDEO\XSULJKWHYHQFRQVLGHULQJWKHSRVVLELOLW\RIDᚐRRUH[FDYDWLRQ
The access is very easy only requiring to go forward inside the gallery for about 3 meters 
IURPWKHSUHYLRXVSDQHOWKHRQO\GLᚑFXOW\LVWKHVORSHGRZQZKLFKGRHVQRWUHSUHVHQWDQ\
danger. Visibility is quite high even though it is an isolated depiction, its position on the wall 
DQGWKHWHFKQLTXHFKRVHQPDNHGLᚑFXOWWRSDVVWKURXJKZLWKRXWVHHLQJLW$UHDRIPD[LPXP
visualization takes the whole width of the gallery, which, since it is not very wide, is only 
DURXQGVTXDUHPHWHUVPHDQLQJᚏYHSHRSOHVWDQGLQJDWPRVWSRLQWRIRSWLPDOYLVXDOL]DWLRQ
is limited to the point immediately in front of it and to 0,5 square meters and, thus, to one or 
two people at the same time (Fig. 11.94). 
Panel 10
/RFDWHGLQWKHOHIWZDOORIWKHFDYHDIWHUWKH|WXUQRIWKHJDOOHU\GLVWULEXWHGLQWZRGLᚎHUHQW




SRVLWLRQHG LQ D FRQFDYLW\ WKH QH[W WZR DUH LQ D ᚐDW WUDQVLWLRQ DUHDPHDQZKLOH WKH ODVW




Figure 11.94. Panel 9. Location, general view and depiction
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PDQ\FKDQJHVLWLVVWLOOVOLJKWO\VORSHGEXWDOUHDG\DOPRVWᚐDWLPPHGLDWHO\EHIRUHWKHORZHVW
depictions a barrier was installed, probably to avoid the visitors from hitting the wall. 
7KHᚏUVWJUDSKLFXQLWLVDKRUVHRQO\WKHXSSHUSDUWDQGWKHPD[LOODZHUHGHSLFWHG
it was drawn with a black pigment pencil. On the area of the head and beside there is an 
ensemble of red pigment, very washed out, it does not seem to be more than a pigment 
FRQFHQWUDWLRQ  WHFKQLTXH LV LPSRVVLEOH WR DVFHUWDLQ GXH WR LWV SRRU SUHVHUYDWLRQ
FRQGLWLRQVWKHVDPHSURFHVVKDVDᚎHFWHGWKHKRUVH%HORZWKHGRUVDOOLQHRIWKHKRUVHWKHUH
is a second engraved horse (10.45), in this case much more detailed executed with a multiple 




and wide line. Centimeters below the previous horse there is another one (10.47), in this 
case complete and very detailed with the eye the nostril, both ears and the representation of 
WKHIXULQVHYHUDOSODFHVHQJUDYHGE\DYHU\VKDOORZLQFLVLRQFRPELQLQJVLPSOHRXWOLQHDQG




horse executed with a similar technique as 47 but with much less precision in the execution. 
Finally, the highest depiction of the ensemble (145 cm) is a painted sign (10.50), with a very 
XQGHᚏQHGVKDSHLWLVRYDOLQWKHXSSHUSDUWDQGSRLQWHGLQWKHORZHU,WZDVH[HFXWHGZLWKUHG
SDLQWWKDWLVZDVKHGRXWWRWKHSRLQWWKDWWKHVLJQLVDOPRVWLQYLVLEOHLWLVSRVLWLRQHGLQDQDUHD
where the water has passed almost deleting the sign. The position the artist had to acquire 
ZDVYDULHGIRUPRVWRIWKHSDQHOZDVVLWWLQJFURXFKLQJRUNQHHOLQJRQO\WKHODVWGHSLFWLRQ





of maximum visualization is the whole width of the gallery in the area of the panel spanning 
2,6 square meters which would mean between three or four people crouching, which is the 
most probable posture for seeing some parts of the panel. Point of optimal visualization is in 
front of the horses 46 and 47 also in a kneeling or crouching position and limited to a single 









7KH ᚏUVW GHSLFWLRQ LV ORFDWHG EHVLGH WKH HQWUDQFH SRLQW WR WKH WRSRJUDSKLF XQLW  LW LV D






Parte II. Cueva de La Pasiega
423
H\HHDUQRVWULOPRXWKDQGWRQJXHVWLFNLQJRXWWKHQHFNDQGWKHKHDGZHUHH[HFXWHGZLWK
multiple lines, the details and the dorsal line with a simple outline. Over it and slightly to the 
left there is an incomplete bovid depiction (11.52) executed with black, charcoal, pencil in a 
single outline. The last depiction is also a partial bison (11.53), missing the head and the rear 
TXDUWHUVWKHWHFKQLTXHLVVLPSOHRXWOLQHZLWKDFKDUFRDOSHQFLOWKHVW\OHLVYHU\VLPLODUWR
WKHELVRQ7KHSRVLWLRQWKHDUWLVWKDGWRDFTXLUHZDVYDULHGGHSHQGLQJRQWKHKHLJKW
WKH ORZHVWGHSLFWLRQVZHUHH[HFXWHGHLWKHUVLWWLQJGRZQRUFURXFKLQJ WKHRWKHU WZRZHUH
executed standing but leaning forward. 
The access to the panel is quite easy, it is in front of the previous panel so it only requires 
turning around. Visibility is quite good due to the pigmentation of the drawn depictions, also 
the engraving is quite deep and it is easily seen even in an upright position. Area of maximum 
visualization is the whole width of the gallery and comprises about 2,6 square meters and 
WKXVDURXQGᚏYHRUVL[SHRSOHVWDQGLQJXSULJKW3RLQWRIRSWLPDOYLVXDOL]DWLRQLVLPPHGLDWHO\
in front of the depictions for only around 0,6 square meters, the optimal position would be 
FURXFKLQJ GRZQDOORZLQJ WR VHHDOO WKH GHSLFWLRQVZLWK D EHWWHU SHUVSHFWLYH WKLV SRVLWLRQ




6.4.2. TOPOGRAPHIC UNIT 2
Constituted by a niche separated from the main gallery by several limestone overhangs or 
FROXPQV*HRORJLFDOO\WKLVVPDOODUHDLVSDUWRIWKHJDOOHU\EXWVLQFHLW LVDGLᚎHUHQWVSDFH
we decided to consider it as a separate topographic unit. This false chamber is only 1,2 m 
wide by 4 m long, the height of the ceiling is lower than the one in the main gallery but allows 
VWDQGLQJZLWKRXWDQ\GLᚑFXOW\7KHSDQHOVDUHGLVWULEXWHGDORQJWKHGLᚎHUHQWVXUIDFHVWKH
ᚏUVWSDQHOLVLQRQHRIWKHOLPHVWRQHFROXPQVWKDWVHSDUDWHWKHXQLWIURPWKHPDLQJDOOHU\RQ
the opposite side of panel three of topographic unit 1. The next panel is opposing panel 1 in 
the same wall as panel I.2 and distributed in the wall and on an overhang. Panel 3 is located 
DIWHUWKHDFFHVVWRWRSRJUDSKLFXQLWWKHGHSLFWLRQVDUHSRVLWLRQHGLQOLPHVWRQHRYHUKDQJV
that start in the ceiling, in overhangs of the wall and directly in the wall. 
The access is quite easy, the itinerary from the Palaeolithic entrance to the access point is 
RQO\PWKHWUDQVLWLVYHU\HDV\QRZDGD\VIROORZLQJWKHVDPHSDWKIRUWRSRJUDSKLFXQLW
1. The entrance, though, was destroyed, and we do not know exactly how it was previously, 
but probably would have been possible to walk upright without any trouble and since the 
FHLOLQJLVTXLWHKLJKRQWKLVVLGHRIWKHFDYHLWZRXOGKDYHEHHQSRVVLEOHWRWUDQVLWWKURXJK
this unit in an upright position. The transit can be characterized as comfortable with the 
UHVHUYDWLRQRI WKHᚏUVWPHWHUVZKLFKZHUHGHVWUR\HGGXULQJ WKHZRUNV5HJDUGLQJQDWXUDO
light, it probably reached this point of the gallery, though, the closed down character of the 
unit might implicate that a glow would have reached but to see the depictions properly an 
independent light source would have been necessary. 
6RPHPRGLᚏFDWLRQV WRRN SODFH LQ WKLV VSDFH WKHPRVW LPSRUWDQW LV WKH ᚐRRU H[FDYDWLRQ
ZKLFKVHHPVYHU\VLPLODUWRWKHRQHLQWKHPDLQJDOOHU\DWWKHVDPHSRLQWLWLVEHWZHHQ
cm and 15 cm. Also, some cement protectors were installed in the access areas, preventing 
visitors from accessing through the second and third overhangs that separate the chamber 
IURPWKHJDOOHU\1RDUFKDHRORJLFDOUHPDLQVZHUHIRXQGLQWKLVWRSRJUDSKLFXQLWGXHWRWKH
adaptation works any existing rests were probably removed and lost. 
Topographic unit 2 can be characterized as an open space. Three or four people but not 
many more, since the total area of the premises, is limited to 3,6 square meters, could have 




VLGH RI SDQHO  RI WKH SUHYLRXV XQLW 7KH GHSLFWLRQV DUH SRVLWLRQHG DW DPHGLXP KHLJKW
WKHYHUWLFDOGLVWDQFH IURP WKHJUDSKLFXQLWV WR WKHᚐRRU UDQJHVEHWZHHQFPDQG
cm nowadays, which would be around 20 cm less before the works took place. The panel 
FRPSULVHV WZR JUDSKLF XQLWV RQH ᚏJXUDWLYH DQG RWKHU QRQᚏJXUDWLYH 7KH URFN VXUIDFH LV
\HOORZRUDQJHOLPHVWRQHTXLWHVPRRWKDQGKDUGLWLVLQJHQHUDOᚐDWEXWZLWKVRPHVLQXRXV
DUHDV LWVSUHVHUYDWLRQ LVH[FHOOHQWSLJPHQWDWLRQ LVYHU\KLJKEXW WKHVXUIDFHLVVDWXUDWHG
ZLWKZDWHU7KHᚐRRUEHORZ WKHSDQHOKDVEHHQPRGLᚏHG LQKHLJKWEXWZDVSUREDEO\ ᚐDW
possibly slightly sloped going inside and through topographic unit 3. 
7KHᚏUVWDQGELJJHVWGHSLFWLRQRI WKHSDQHO LVDQDQWKURSRPRUSKLFGUDZLQJXQGHᚏQHG LQ
VKDSHLWKDVDURXQGKHDGDQGDELJRSHQPRXWKWKHERG\VWDUWVDIWHUWKHQHFNDUHDOHDGLQJ
WRWKHFKHVWDQGEDFNVXEVHTXHQWO\KRUQVZHUHDGGHGWRWKHKHDGDUHD7KHWHFKQLTXHXVHG
is probably a thick red block of pigment directly applied on the wall, the horns, on the other 
KDQGZHUHH[HFXWHGZLWKEODFNSLJPHQWHLWKHUFKDUFRDORUPDQJDQHVHE\WKHVDPHPHDQV
the order of execution is impossible to determine since the parts are not in contact with each 
RWKHU,QIURQWRIWKHQHFNDQGWKHERG\DQGDURXQGWKHFKHVWRIWKHDQWKURSRPRUSKLFᚏJXUH
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LVWKHVHFRQGJUDSKLFXQLWDFXUYHGOLQHH[HFXWHGLQ\HOORZSLJPHQWEHLQJPRUHSUHFLVHZLWK
the technique is impossible since it is in a quite bad preservation state. The position the artist 
had to acquire to trace them was probably standing and leaning forward for the lower parts. 
7KHDFFHVVWRWKHSDQHOLVHDV\JRLQJWKURXJKWKHᚏUVWVHFWLRQRIWKHJDOOHU\GHSHQGLQJRQ
the hour of the day it was possible to access without any light. Visibility is quite high due to 
the size and the pigmentation of the graphic units. Nonetheless, the orientation of the panel 
OLPLWV LWV YLVLELOLW\ WR WKH LQWHULRU RI WKH WRSRJUDSKLF XQLW DQG WKXVPD[LPXP YLVXDOL]DWLRQ
DUHDFRYHUVDOPRVWDOOWKHWRSRJUDSKLFXQLWDURXQGVTXDUHPHWHUVPHDQLQJᚏYHSHRSOH
standing at the same time. The point of optimal visualization is on the other hand much more 
limited and around 0,6 square meters reducing the area to one or two people at the same 
time (Fig. 11.97). 
Panel 2
Located on the left wall of the cave, in the continuation of panel 2 of the previous topographic 
unit but spatially separated from it by the limestone column where the preceding panel is 
SODFHGZKLFKGRHVQRWDOORZVHHLQJ WKHᚏJXUHVRI WKLVSDQHO IURP WKHSRLQWZKHUHSDQHO
I.2 depictions are seen. The panel is positioned at a medium height on the wall and part of 
DQRYHUKDQJZKLFK LV WKHFRQWLQXDWLRQRI WKHZDOO7KHYHUWLFDOGLVWDQFH IURPWKHJUDSKLF
XQLWV WR WKH ᚐRRU UDQJHV EHWZHHQ  FP DQG  FP 7KH SDQHO FRPSULVHV VHYHQWHHQ
JUDSKLFXQLWV7KHURFNVXUIDFHLVJUH\OLPHVWRQHTXLWHFUHYLFHGEXWVWLOOVPRRWKKDUGDQGLQ









inwards that nowadays has disappeared. 
7KHGHSLFWLRQVDUHDFRPELQDWLRQEHWZHHQᚏJXUDWLYHDQGQRQᚏJXUDWLYHWUDFHGLQGLᚎHUHQW
techniques and superimposing or intersecting. To make the narrative easier we are going 
WR GHVFULEH WKH GUDZQ HQVHPEOH ᚏUVW DQG WKHQ WKH HQJUDYHG VXSHULPSRVHG GHSLFWLRQV
DIWHUZDUGV7KHᚏUVWRQHLVDWHFWLIRUPVLJQZLWKLQWHUQDOFRPSDUWPHQWDOL]DWLRQDQGDQ
H[FUHVFHQFHLQWKHOHIWVLGH7RLWVULJKWWKHUHLVWZRRWKHUVLJQVWZRFORXGVRIGRWV
the upper one with two rows and the lower one slightly longer with three rows. Immediately 
below there is an animal depiction, the shape of the snout point towards a bovid (2.6) though 
it has no horns. Below the snout there is a red colorant concentration (2.7). To the right of 
WKLVHQVHPEOH WKHUH LVDQDJJOXWLQDWLRQRIᚏJXUHVDQGVLJQVVWDUWLQJ IURP WKHXSSHURQH
there is a triangular sign with a concave lower side (2.8). Below and in a very sinuous area, 
WKHUHLVDGHHUDOPRVWFRPSOHWHDQGZLWKLQWHULRUᚏOOLQJXQGHUQHDWKLWVUHDUTXDUWHUVD
quadrilateral sign with interior compartmentalization (2.10), to its right, rests of red pigment 
7RWKHULJKWRIWKHᚏUVWWULDQJXODUVLJQWKHUHLVDYHU\VLPLODURQHSODFHGDWWKHVWDUW




most frequent is drawing with a red pencil and a simple outline (2.3, 2.6, 2.8, 2.9, 2.10, 2.13). 
6RPHRIWKHGHSLFWLRQVZHUHSDLQWHGLQWKLVFDVHWKHPHDQVDUHGLᚑFXOWWRDVFHUWDLQ
2,8, 2.9, 2.12, 2.14, 2.15). Finally, two were executed by digital impressions (2.4, 2.5). Most 
of the depictions are drawn in red except 2.9 (violet) and 2.13 (yellow).
7KHHQJUDYHGHQVHPEOH LVVXSHULPSRVHGWR WKHGUDZQRQHVWDUWLQJ IURPOHIW WRULJKW WKH
ᚏUVW HQJUDYLQJ LV D KHDG RI D KLQG  MX[WDSRVHG WR  EXW ZLWKRXW SK\VLFDO UHODWLRQ
EHWZHHQERWKRYHUWKHKHDGRIDQGSDUWLDOO\RYHUWKHUHLVDFRPSOHWHKLQGGHSLFWLRQ
very detailed. Immediately below the hind and superimposed to deer 2.9 there is a third 
hind depiction, also complete except the rear legs and part of the ventral line. Beside the 
colorant concentration (2.7) there is a frontal line and ears, probably of another hind (2.19). 
The technique used in this assemblage is the same for all the depictions: engraving by 
LQFLVLRQZLWKDTXLWHVKDUSREMHFWWKDWOHDYHVDVKDOORZDQGᚏQHOLQHDQGFRPELQLQJVLPSOH
and multiple outline. 
The position the artist had to acquire was probably upright for all the depictions, possibly 
leaning forward for the lower parts of some of the graphic units. Visibility of the panel is 
very high for the drawn ensemble, which can be seen from the two entrance points to the 
topographic unit while passing through topographic unit 1. The engraved ensemble, on the 
RWKHUKDQGQHHGHGSUR[LPLW\WRSHUFHLYHWKHOLJKWOLQHVWKRXJKMXVWDIWHUWKH\ZHUHH[HFXWHG
WKHᚏJXUHVSUREDEO\VWRRGRXWGXHWRWKHಯFDPHRರHᚎHFWRIWKHFRQWUDVWEHWZHHQWKHZKLWH
line and the grey surface of the rock. All of the depictions can be seen in an upright position. 
Maximum visualization area is 4,1 m, also considering part of the main gallery (TU1) which 
ZRXOGPHDQXSWRHLJKWSHRSOHLQGLᚎHUHQWURZV7KHSRLQWRIRSWLPDOYLVXDOL]DWLRQLVUHGXFHG
WRWKHIURQWRIWKHSDQHODQGZRXOGDOORZVHHLQJERWKWKHGUDZQDQGWKHHQJUDYHGHQVHPEOH
it is limited to 1,2 square meters and thus to two to three people at the same time (Fig. 11.99). 
Panel 3
/RFDWHG RQ GLᚎHUHQW VXUIDFHV RI WKH ULJKWZDOO RQ WKH1 VLGH RI WKH WRSRJUDSKLF XQLW DQG
starting after the access point to topographic unit 3. The graphic units are positioned at 










7KH ᚏUVW JUDSKLF XQLW LV ORFDWHG LPPHGLDWHO\ WR WKH ULJKW RI WKH FRQGXFW WKDW FRQVWLWXWHV
topographic unit 3, and it is beside the access point. It is a tectiform sign (3.21), two longer 
sides closed by a curved one and with interior quartering, the lower end has been left open. 
Beside and in a slightly lower position, there is a yellow line (3.21). On an overhang that 
SURMHFWVRXWRIWKHZDOOLVWKHQH[WGHSLFWLRQDQRWKHUWHFWLIRUPTXDGULODWHUDOLQVKDSH
with rounded corners and interior quartering. On the wall after the protruding overhang, there 
LVDSDUWLDOᚏJXUDWLYHGHSLFWLRQ LWVVSHFLHVFDQQRWEHDVFHUWDLQHGWKXVZHFODVVLᚏHGLWDV
an undeterminable quadruped (3.23). To the left, also on the wall is a third tectiform (3.24), 
TXDGULODWHUDOLQVKDSHWKHORZHUSDUWKDVHLWKHUGLVDSSHDUHGRUZDVQRWᚏJXUHGRQLWVOHIW
side it has a pointy protrusion and has interior quartering. Finally, the last depiction of the 
SDQHOLVZLGHO\MX[WDSRVHGWRWKHVLJQLWLVWKHKHDGRIDQLEH[ZLWKORQJPRGXODWHG
horns. The techniques used on the panel are varied, all of them were executed by drawing, 
the tectiforms with a red pencil and a simple outline, the line with the same technique but 
\HOORZSLJPHQWDQGWKHᚏJXUDWLYHGHSLFWLRQVZLWKEODFNSLJPHQWDOVRXVLQJDSHQFLODQGD
VLPSOHRXWOLQH7KHSRVLWLRQWKHDUWLVWKDGWRDFTXLUHZDVYDULHGIRUWKHᚏUVWWZRVWDQGLQJXS
for the rest leaning forward and/or crouching down. 
9LVLELOLW\LVH[FHOOHQWLQWKHFDVHRIWKHVLJQVWKHᚏJXUDWLYHGHSLFWLRQVDUHKDUGHUWRVHH7R
VHHWKHZKROHHQVHPEOHLWLVQHFHVVDU\WREHLQVLGHWKHWRSRJUDSKLFXQLWQRQHWKHOHVVWKH
ibex and the last sign can be seen from the main gallery but crouching down is a requisite. 
Maximum visualization area is around 2,9 square meters meaning up to six people standing 
could see parts of the ensemble. The point of optimal visualization is quite limited due to the 
)LJXUH3DQHO/RFDWLRQJHQHUDOYLHZDQGGHSLFWLRQV$%&'()
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GLVSHUVLRQRIWKHHQVHPEOHVHHLQJDOOWKHᚏJXUHVDWWKHVDPHWLPHUHTXLUHVWRFURXFKGRZQ
in the central area immediately in front of the panel, which is limited to 0,6 square meters and 
thus to one or two people at the same time (Fig. 11.99). 
6.4.3.TOPOGRAPHIC UNIT 3
Located in a very narrow, but tall gallery that starts inside topographic unit 2. The access is, 
consequently, quite easy since it only requires walking upright through the vestibular area of 
WKHFDYHJRLQJWKURXJKWKHᚏUVWSDUWRIWRSRJUDSKLFXQLWDQGJRLQJLQVLGHWRSRJUDSKLFXQLW
WKLVXQLWVWDUWVLQWKHFHQWUDOSDUWRIWKHVPDOOFKDPEHUWKDWFRQVWLWXWHVWKHSUHYLRXVXQLW,W
is also possible to access through the lower side of the tube, which leads into the last panels 
of topographic unit 1. 
The gallery that constitutes the unit is very narrow, less than 45 cm at the narrowest point 
DQGFPDWWKHZLGHVWSRLQWZKLFKLVDWWKHDFFHVVSRLQWRQWKHXSSHUVLGHRIWKHJDOOHU\
it is around 5 meters long from the start to the end on the other end of the gallery. It is thus a 
tube which changes gradually in direction, going from N-NW towards NE curving gradually, 
though the last part is almost pointing N. The height of the gallery is similar to the one in the 
main gallery, stable through the development of the gallery, lower at the start and keeping 
WKHVDPHKHLJKWZKLOHWKHᚐRRURIWKHVSDFHVORSHVGRZQFRQVLVWHQWO\PDNLQJDTXLWHKLJK
gallery at the bottom side.  
This gallery is quite close to the original entrance of the cave, the itinerary to reach the upper 
DFFHVVSRLQWLVRQO\PORQJWKHIDFWWKDWLWLVQRWLQWKHPDLQLWLQHUDU\DQGWKDWLWVDFFHVVLV
going through topographic unit 2 probably means that transiting through the unit and viewing 
WKHJUDSKLFXQLWVZRXOGUHTXLUHDUWLᚏFLDO OLJKWLQJ+RZHYHU LQ WKHXSSHUSDUWRI WKHJDOOHU\
some clarity might have entered the upper part, where panel 1 is positioned but probably not 
enough to visualize the units. 
7KHWKUHHSDQHOVWKDWFRPSRVHWKHWRSRJUDSKLFXQLWDUHSRVLWLRQHGLQWKHZDOOV3DQHOLV
where there is a higher density of graphic units, positioned very closely to each other and, 
LQIDFWMX[WDSRVHGWRVRPHRIWKHGHSLFWLRQVRIWRSRJUDSKLFXQLW7KHJUDSKLFXQLWVRIWKLV
panel are distributed along the whole wall but are more concentrated at lower parts. Panels 
2 and 3 are positioned in the middle and lower part of the tube, panel 2 in the left –NE– wall 
and panel 3 on the right wall. 
No archaeological remains have been found in this topographic unit. Apparently no 
PRGLᚏFDWLRQVWRRNSODFHLQWKLVDUHDSUREDEO\EHFDXVHRILWVVL]HDQGWKHDSSDUHQWODFNRI
GHSLFWLRQVWKHRQO\PRGLᚏFDWLRQLVDFHPHQWGLYLVLRQRQWKHORZHUVLGHRIWKHXQLWWRDYRLGWKH
visitors from stumbling since there is a hole that goes on to a lower level of the cave. 
7RSRJUDSKLFXQLWFDQEHFKDUDFWHUL]HGDVDUHVWULFWHGVSDFHLWVWRWDODUHDLVDURXQG
square meters from start to bottom, but the number of people seeing each panel does not 
exceed two at the same time. The general lack of space and the narrowness of the space 
ZRXOGSUHYHQWSHRSOHWRKDYHDQ\SHUVSHFWLYHHLWKHUWRVHHWKHᚏJXUHVDQGRUWKHVSDFHDQG
thus, we consider it as restricted. 
Panel 1
/RFDWHGLPPHGLDWHO\DIWHUWKHᚏUVWDFFHVVSRLQWWRWKHJDOOHU\RQWKHOHIWZDOO7KHJUDSKLFXQLWV










of two hexagonal shapes united in the middle, executed by drawing with an ochre-sienna 
pigment and a single outline. This depiction is positioned at the start of the unit, and it is 
MX[WDSRVHGWRVRPHRIWKHJUDSKLFXQLWVRISDQHORIWKHSUHYLRXVWRSRJUDSKLFXQLW7KHQH[W
JUDSKLFXQLWDUHUHGGRWVSRVLWLRQHGLQD OLPHVWRQHRYHUKDQJ-X[WDSRVHGWRWKHᚏUVW
VLJQ WKHUH LVDTXDGULODWHUDOVLJQZLWKVRPH LQWHULRUTXDUWHULQJFORVHO\ MX[WDSRVHGWR
it there is a Y sign (1.4) and two simple lines (1.5). This entire ensemble was executed by 
drawing with a pigment pencil and a simple outline. Juxtaposed there is a sinuous line (1.6), 
in this case, engraved. On the highest part of the wall, there are multiple engravings, lines 
WKDWFURVVHDFKRWKHUZLWKRXWIRUPLQJVLJQVRUGHSLFWLRQV:LGHO\MX[WDSRVHGWRLWWKHUH
are three more units some fan-like (1.8, 1.9) engravings and an ensemble of lines (1.10). All 
the engraved units were executed by incision with much pressure and a multiple outline. The 
SRVLWLRQWKHDUWLVWKDGWRDFTXLUHZDVYDULHGVLWWLQJRUFURXFKLQJGRZQQH[WWRWKHᚐRRUIRUWKH
painted ensemble and standing upright for the engraved one. 
The access to the panel is the same as explained for the topographic unit. Visibility is good 
for the painted ensemble, but it is necessary to approach and at least crouch down to see 
VRPHRIWKHGHSLFWLRQVRQWKHRWKHUKDQGIRUWKHHQJUDYLQJVLWLVQHFHVVDU\WRDSSURDFK
the wall to see the. Maximum visualization area is limited to 1,3 square meters because of 
the lack of space in the topographic unit meaning only 2-3 people, at most, could see the 





Located also on the left wall of the tube that constitutes the topographic unit and at the 





had to acquire was probably crouching down. 
7KHDFFHVVWRWKHSDQHORQO\UHTXLUHVWRZDONWRZDUGVWKHLQVLGHRIWKHWXEHJRLQJGRZQZDUGV
it is possible to transit in an upright position. The small size and the low position on the 
wall make the sign almost impossible to see while walking down the topographic unit, to 
see it would be necessary to crouch down. Maximum visualization area is limited to 0,9 
square meters and thus to, at most, one or two people crouching down. The point of optimal 
visualization was not determined because it is immediately in front of the unit and almost 
coincides with the MVA (Fig. 11.101). 
Panel 3
Located on the right wall of the topographic unit almost at its end. Also positioned very low 
LQUHODWLRQWRWKHᚐRRUWKHYHUWLFDOKHLJKWRIWKHVLQJOHJUDSKLFXQLWWKDWFRPSRVHVLVRQO\
FP7KHURFNVXUIDFHLVJUH\OLPHVWRQHVLQXRXVVPRRWKDQGKDUG7KHᚐRRUEHORZWKHSDQHO
is still sloping down. 
7KHVLQJOHJUDSKLFXQLWWKDWFRPSRVHVWKHSDQHOLVQRQᚏJXUDWLYHDUHGSLJPHQWFRQFHQWUDWLRQ
VPDOO LQVL]H LWVH[HFXWLRQLVGUDZLQJZLWKUHGSLJPHQWEXWWKHPHDQVDUHXQNQRZQ7KH
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Figure 11.101. Panel 2 Location and general view
Blanca Ochoa Fraile
432
position the artist had to acquire to trace it was sitting down probably, though, crouching or 
kneeling down are also possible. 
The access to the point where the panel is positioned only requires to keep walking down 
the tube, from the point where it is the main gallery can be seen already. The visibility is very 
UHGXFHGGXHWRLWVVL]HDQGWKHSRVLWLRQRQWKHZDOOQHYHUWKHOHVVLWFDQEHEHWWHUVHHQWKDQ
the previous panel. However, the lack of space limits the maximum visualization area to one 
VTXDUHPHWHUDQG WKXV WZR WR WKUHHSHRSOH LWFDQEHVHHQ LQDQXSULJKWSRVLWLRQEXW WKH
RSWLPDORQHLVFURXFKLQJRUVLWWLQJGRZQRQWKHᚐRRU7KHSRLQWRIRSWLPDOYLVXDOL]DWLRQLVWKH
same as maximum visualization area (Fig. 11.102). 
6.4.4.TOPOGRAPHIC UNIT 4
Constituted by a narrow gallery in an upper level in relation with the main itinerary. It is 
positioned immediately behind the area where panel I.9 is located, before the turn of the 
JDOOHU\7KHDFFHVV LVSRVVLEOH IURP WZRGLᚎHUHQWSRLQWV WKHᚏUVWDQGHDVLHU LVEHWZHHQ




to use the hands to help oneself and, thus, it can be transited in an upright position. Once 
reached the uppermost area it develops in two sides: on the right side is the small chamber 
from where panel I.6 was executed on the left side is the continuation of the gallery after a 
narrowing. 




Figure 11.102. Panel 3. Location and general view
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SDQHOVDUH ORFDWHGRQWKHZDOOV WKHᚏUVWRQHMXVWEHVLGHWKHDFFHVVSRLQW WRWKHFKDPEHU
mentioned above where there is no decoration. The second and third panels are on the left 
side of the gallery after the narrowing and in opposing walls, the second one on the right and 
the third on the left wall in the middle area of the gallery. The itinerary to reach the panel 
FDQEHFRQVLGHUHGTXLWHHDV\IURPWKHHQWUDQFHWKHᚏUVWDFFHVVLVRQO\PDZD\7KH
second access is a bit farther, 11 m, in both cases the transit is possible in an upright position 
XSXQWLO WKHDFFHVVSRLQW LQWKHᚏUVW LQVWDQFHFDQDOVREHWUDQVLWHGXSULJKWPHDQZKLOH LQ
the second, climbing is necessary to be able to reach the gallery. The progression can be 
FKDUDFWHUL]HGDVHDV\DQGVKRUW7KHOLJKWLQJLQWKHJDOOHU\KDVWREHDUWLᚏFLDODW OHDVWIRU
SDQHOVDQGLWLVSRVVLEOHWKDWVRPHOLJKWPLJKWKDYHJRQHWKURXJKWRWKHDUHDZKHUHSDQHO
1 is positioned, depending on the hour of the day. However, the fact that it is on the opposite 
side of the entrance might have meant that a light source would have been necessary to see 
the depictions, but the access could be done with natural lighting. 
1RDUFKDHRORJLFDOUHPDLQVZHUHIRXQGLQWKLVXQLW1RPRGLᚏFDWLRQVWRRNSODFHRQWKHᚐRRU
RI WKLV WRSRJUDSKLFXQLW+RZHYHUVRPHFDEOHVZHUHSRVLWLRQHGRQWKHᚐRRUDQGFURVVLQJ
the walls to provide electricity to a light source in the wall over panel 6 of topographic unit 1. 
7KH\ZHUHSDVVHGWKURXJKDFRQGXFWWKDWDOORZVVHHLQJWKHPDLQJDOOHU\PRUHVSHFLᚏFDOO\
the area in front of panels 5, 7, 8 and 9. 
Topographic unit 4 can be characterized as a restricted space since three people is probably 
the most that the space can hold comfortably, the total area is around 1,8 square meters. 
Panel 1 
Located on the right wall after the access point and beside the small chamber from where 
panel 6 was executed. Positioned at a medium-high point, the vertical distance from the 
JUDSKLFXQLWV WR WKHᚐRRU UDQJHVEHWZHHQFPDQGFP7KHSDQHOFRPSULVHV WZR
JUDSKLFXQLWVERWKᚏJXUDWLYHDQGQRQᚏJXUDWLYH7KHURFNVXUIDFHLVJUH\\HOORZOLPHVWRQH
smooth, despite the presence of crevices, and hard. The shape is sinuous, one of the 




RQH LV RQ WKH OHIW D SDUWLDO ᚏJXUH RI D KRUVHPRUH VSHFLᚏFDOO\ DQ H[WHQGHG SURWRPRV LW
is very characteristic because of the way the mane and the maxilla were executed. The 
other depiction is a complex sign composed of several sinuous lines that create an oval-
TXDGULODWHUDOVLJQLWLVDOVRSRVVLEOHVLQFHLWLVQRWYHU\ZHOOSUHVHUYHGWKDWWKHOLQHVPLJKWEH
UHVWVRIDᚏJXUDWLYHGHSLFWLRQEXWDWWKLVSRLQWLWLVQRWIHDVLEOHWRSURYHWKLVK\SRWKHVLV7KH




required to reach the topographic unit. Visibility is good from the area in front of the panel, 
but it is also possible to see the depictions from a limited area in the main gallery, with a 
deformed perspective. Maximum visualization area is around 1,2 square meters including 
SDUWRIWKHPDLQJDOOHU\WKLVZRXOGPHDQWZRWKUHHSHRSOHDWWKHVDPHWLPHLQDVWDQGLQJ








WKHJUDSKLFXQLW WR WKHᚐRRU LVDURXQGFP7KH URFNVXUIDFH LVDYHU\VLQXRXV\HOORZ





conditions. The technique, due to this problem, is impossible to ascertain further than drawing 
with red pigment. The position the artist had to acquire to execute it was both standing upright 
and leaning forward, possibly also crouching down for the lower part. 
The access to this point requires passing through the narrowing of the gallery, which is 
SRVVLEOH LQDQXSULJKWSRVLWLRQDQGZLWKRXWPXFKGLᚑFXOW\9LVLELOLW\ LVJRRGEXW OLPLWHG WR
the area around the panel once entered this second part of the unit. Since the space is very 
restricted in this part, maximum visualization area is limited to 1 square meter and two people 
at most. The point of optimal visualization is immediately in front of the graphic unit, the same 
position of the artist, and limited to a single individual standing up (0,3 square meters) (Fig. 
11.104). 
Panel 3
/RFDWHG LQ WKH OHIWZDOOHQWHULQJ WKURXJK WKHᚏUVWDFFHVVDQGDFRXSOHRIPHWHUVDIWHU WKH




Figure 11.103. Panel 1 Location, general view and depiction





walls due to the keyhole shape of the gallery. 
7KHJUDSKLFXQLWVDUHMX[WDSRVHGDURXQGDKROHWKDWRSHQVRQWKHZDOODQGSRLQWVWRZDUGV
WKHPDLQJDOOHU\7KHᚏUVWDQGODVWJUDSKLFXQLWVDQGDUHUHGSLJPHQWFRQFHQWUDWLRQV
3.4 is composed of several small dots and some bigger shapeless concentrations, a bigger 




shapeless concentration composes 3.6. Their technique, other than drawing with red pigment, 
is unknown due to preservation reasons. The last graphic unit of the panel is an ensemble of 
QRQᚏJXUDWLYHHQJUDYHGOLQHVH[HFXWHGE\LQFLVLRQZLWKDVKDUSREMHFWDQGSUHVVXUHOHDYLQJ
a deep groove that was repeated several with a multiple outline technique. The position the 
artist had to acquire was upright, maybe leaning forward slightly. 
The access is the same as the previous panel. Visibility is low due to the small size of the 
depictions that also do not stand out on the orange surface of the rock. Also, the lack of 
VSDFHFUHDWHVDUHGXFHGPD[LPXPYLVXDOL]DWLRQDUHDOLPLWHGWRRQO\DVTXDUHPHWHUZKLFK
would mean up to two people standing could see the panel. Point of optimal visualization, 
on the other hand, is in front of the depictions and limited to 0,3 square meters and thus to a 
single person (Fig. 11.105). 
6.4.5.TOPOGRAPHIC UNIT 5
/RFDWHGLQDVPDOOFKDPEHUDGMDFHQWWRWKHPDLQJDOOHU\RIWKHFDYHWKHHQWUDQFHSRLQWLV








than the light downward slope. Since it is after the turn of the gallery and in a separate space, 








where the downward slope that conducts to the next topographic unit starts. 
1RDUFKDHRORJLFDOUHPDLQVZHUHIRXQGLQWKLVWRSRJUDSKLFXQLWWKHPRGLᚏFDWLRQVWKDWWRRN
SODFHLQWKLVDUHDGRQRWVHHPWREHLPSRUWDQWOLPLWHGWRDᚐRRUH[FDYDWLRQDURXQGFPDQG
ᚐRRU UHJXODUL]DWLRQ1RQHWKHOHVV LIDQ\DUFKDHRORJLFDO UHVWVH[LVWHG WKH\KDYHEHHQ ORVW
during these works. To allow easy access to topographic unit 7 some steps, created with 
OLPHVWRQHURFNVH[WUDFWHGLQWKHYLFLQLW\ZHUHLQVWDOOHGLQWKHDUHDMXVWLQIURQWRIWKHHQWUDQFH
Topographic unit 5 can be characterized as an open space since it would allow more than 




Placed on the left wall once entered the topographic unit, it is positioned at a low height. The 
vertical distance from the graphic unit that composes the panel is 40 cm. The rock surface 








preservation is quite poor. The technique is drawing with a black pigment pencil and a thick 
line. The position the artist had to acquire to execute is either crouching or sitting, probably 
the latter since it would have been more confortable given the height of the depiction. 
7KH DFFHVV LV HDV\ LW LV WKH VDPH DV WKH WRSRJUDSKLF XQLWಬV 7R VHH WKH GHSLFWLRQ LW LV
necessary to turn around and face the entrance point. 
9LVLELOLW\LVORZEHFDXVHRIWKHVL]HWKHSRVLWLRQRIWKHᚏJXUHRQDORZSRLQWDQGDWWKHRSSRVLWH
side of the entrance. Maximum visualization area is quite reduced given the characteristics 
of the space, it is in total 1,8 square meters and would allow up to four people standing but 
WKHᚏJXUHLVEHWWHUVHHQFURXFKLQJGRZQZKLFKZRXOGUHGXFHLWWRWZRRUWKUHHSHRSOHDWWKH
same time. The point of optimal visualization is immediately in front of the depiction and due 
to its size reduced to a one or two people crouching or sitting down (Fig. 11.106). 
Panel 2
Located on the right wall once entered the space that constitutes the topographic unit, as 






lack of space, and thus, only the horns were planned. The technique is simple outline traced 
by drawing with a black pencil. The position the artist had to acquire was either crouching or 
VLWWLQJLQWKLVFDVHVLQFHLWLVORFDWHGEHVLGHWKHVORSHSUREDEO\WKHᚏUVWSRVVLELOLW\
7KHDFFHVV LV WKHVDPHDV WKHRQH WR WKH WRSRJUDSKLFXQLW9LVLELOLW\FDQEHFODVVLᚏHGDV
ORZGXH WR WKHKHLJKW DQG WKHSRVLWLRQ RQ WKHRWKHU KDQG LWV VL]HPDNHV LWPRUH YLVLEOH
WKDQWKHSUHYLRXVSDQHOQRQHWKHOHVVWKHODFNRIVSDFHLQWKHWRSRJUDSKLFXQLWPDNHVWKH
YLVXDOL]DWLRQGLᚑFXOWE\PRUHWKDQWKUHHSHRSOHVWDQGLQJRUFURXFKLQJGRZQDWWKHVDPHWLPH
As previous panel point of optimal visualization is limited to the point immediately in front of 
the panel, which is 0,3, and thus limited to one or two people at the same time crouching 
down (Fig. 11.106). 
6.4.6.TOPOGRAPHIC UNIT 6
Positioned in a small chamber located after a short slope that starts in the previous topographic 
unit. The space is parallel to the main gallery and the open ceiling is shared between both 
sides, but spatially it is separated from topographic unit one by limestone blocks, the same 
where panel 11 of TU1 is positioned and it is opposing with panel 1 of this topographic unit. 
The access to the gallery is quite comfortable entering from the Palaeolithic entrance, going 
through the main gallery and walking past the gap between panels 9 and 11 of TU1 to 
TU5, the access to topographic unit 6 is on the left side immediately after the entrance. The 
itinerary can be considered short, it is only 15 m and very easy to transit all the way through. 
7KHOLJKWRQWKHXQLWKDVWREHDUWLᚏFLDOLWLVORFDWHGLQDVHFRQGDU\VSDFHDQGDIWHUWKHWXUQ




m, the maximum width is 1,4 m. The panels are located on the left wall from the entrance (1), 
WKHᚏUVWRQHSRVLWLRQHGDWDYHU\ORZKHLJKWDQGLQWKHULJKWZDOODWDPHGLXPKHLJKWDQG
composed by a single red dot (2). On the point immediately in front of the entrance starts a 
narrow gallery that connects with several other parts of the cave in a labyrinth manner, this 
gallery is one of the ways that leads into topographic units 8 and 9. 
No archaeological remains were found in this topographic unit. The adaptation works do not 
VHHPWRKDYHDᚎHFWHGWKLVDUHDDWOHDVWVLJQLᚏFDQWO\
Topographic unit 6 can be characterized as an open space, but the available area is limited 
as in previous topographic unit, the maximum area is 2,8 square meters and thus, up to six 
people standing could be inside the unit at most. 
Panel 1 






the horns, which turn to the outside at the end. The technique used to execute is drawing with 
Figure 11.106. Panels 1 (above) and 2  (below). Location and general view
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\HOORZSLJPHQWSHQFLOLWVSUHVHUYDWLRQLVSRRUWKHᚏJXUHLVTXLWHZDVKHGRXWPDNLQJGLᚑFXOW
to recognize the rear quarters. The position the artist had to acquire was either crouching or 
sitting down, probably the latter due to the low height. 
The access to the panel is the same as the general access to the topographic unit. Visibility 
is medium-low due to its location on the wall, the size would allow seeing it without much 
GLᚑFXOW\IURPWKHZKROHWRSRJUDSKLFXQLW7KHVKDSHRIWKHZDOOGRHVQRWSHUPLWVHHLQJLW
neither from topographic unit 5 nor the accessing slope. Maximum visualization area is 1,8 
VTXDUHPHWHUVVOLJKWO\UHGXFHGGXHWR WKHKHLJKWRI WKHGHSLFWLRQWR WKHᚐRRUZKLFKGRHV
QRW DOORZPXFK SHUVSHFWLYH WKLV ZRXOG DOORZ IRXU SHRSOH VWDQGLQJ 7KH SRLQW RI RSWLPDO
visualization is immediately in front of the depiction in a crouching or sitting position, reduced 
to 0,3 square meters and thus to one or two people at the same time (Fig. 11.107). 
Panel 2







artist had to acquire was standing up. The access to the panel is the same as general access 
to the topographic unit and the previous panel. Maximum visualization area reaches almost 
WKHZKROHWRSRJUDSKLFXQLWDUHDWKRXJKWKHGHSLFWLRQLVTXLWHVPDOOLWLVVTXDUHPHWHUV
PHDQLQJDURXQGᚏYHSHRSOHDWWKHVDPHWLPH7KHSRLQWRIRSWLPDOYLVXDOL]DWLRQLVOLPLWHGWR
the area immediately in front of the depiction and, hence, to one or two people standing up 
at the same time (Fig. 11.107). 
6.4.7.TOPOGRAPHIC UNIT 7 
Constituted by a gallery that starts at the NE end of topographic unit 5. It is a quite long 
and narrow gallery that starts at the same level as the main gallery and topographic unit 
5. It has a quite steep slope constituted by a stalagmitic cascade starting on the right side 
wall. The ceiling in this area is much higher than in the main gallery creating a space that 
at the beginning is very elevated but while the slope goes up it progressively reduces size-
ZLVH2QFHUHDFKHGWKHXSSHUPRVWSRLQWWKHUHLVDVPDOOᚐDWDUHDIRUDERXWPDQGWKHQ
it goes progressively down until the point where a cement wall was installed to separate 
ERWKJDOOHULHV7KHJDOOHU\LVDERXWPHWHUVORQJE\PDWWKHZLGHVWSRLQWZHFRXOG
not measure the height to the ceiling but around 5 m or 6 m which is also approximately the 
height the slope allows to mount. The panels are distributed on the wall, the ceiling, and 




The distance from the entrance is only about 14 m and the transit up to the access point is 
quite easy, the same as topographic unit 5 walking upright the whole way until the lowest part 
of the topographic unit. At this point climbing for around 1,5 m would have been necessary 
WR JHW WR WKH ᚐRZVWRQH WKDW DOORZV UHDFKLQJ WKH XSSHUPRVW SDUW RQFH DW WKLV VWDJH LW LV
possible to go upwards walking in an upright position, possibly leaning on the wall to avoid 
VOLSSLQJGRZQ2QFHUHDFKHG WKHXSSHUPRVWSDUW WKHᚐRRU LVᚐDWEXW WKHFHLOLQJ LVPXFK
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lower. After this point, the slope goes down gradually. The wall installed during the nineteen 
ᚏIWLHV GRHVQRW DOORZ WR UHFRJQL]H WKH WUDQVLW EHWZHHQERWKDUHDV QRQHWKHOHVV LW VHHPV











Topographic unit 7 can be characterized as open, since it is around 12,2 square meters, 
and more than three people could be inside the gallery at the same time. Nonetheless, the 
DUHDVZKHUHWKHSDQHOVDUHGLVWULEXWHGDUHUHVWULFWHGVLQFHQRPRUHWKDQWZRSHRSOHFRXOGᚏW
around at the same time. 
Panel 1 
Figure 11.107. Panels 1 (above) and 2 (below). Location, general view and depictions.
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more accurate determination is not possible. The position the artist had to acquire is hard to 
ascertain from the point of view we had, but it was either standing or leaning forward slightly. 
7KHDFFHVVWRWKLVSDQHO LVGLᚑFXOW LW UHTXLUHVFOLPELQJWKHFDOFLWHᚐRZVWRQHZKLFKPLJKW
KDYHSURYHQGLᚑFXOWLILWZDVZHW9LVLELOLW\LVTXLWHJRRGLIWKHUHZDVWKHQHFHVVDU\OLJKWLQJ
the panel is nowadays visible from topographic unit 5. Maximum visualization area is around 
VTXDUHPHWHUVZKLFKSRWHQWLDOO\FRXOGPHDQXSWRSHRSOHFRXOGVHHLWDWWKHVDPH
WLPH VWDQGLQJ IURP WRSRJUDSKLF XQLW 2Q WKH RWKHU KDQGZHGHᚏQHGD SRLQW RI RSWLPDO
visualization, but it is theoretical since we could not examine the depiction from a near point 
of view: it would be from the immediate point in front of the pendant and thus limited to 







of the gallery. 
7KHVLQJOHGHSLFWLRQLVᚏJXUDWLYHDKHDGOHVVKRUVHSUREDEO\GXHWRSUHVHUYDWLRQUHDVRQV
VLQFHWKHVWURNHVUHPDLQLQJDUHYHU\IDLQWDWWKLVSRLQWSDUWRILWVFHUYLFDOOLQHDQGWKHDQWHULRU
extremity(ies) are also missing. The technique used to trace it was drawing with a black, 
possibly charcoal, pigment pencil and a simple outline. The position the artist had to acquire 
ZDVSUREDEO\VLWWLQJGRZQLQWKHᚐRZVWRQHRQWKHRSSRVLWHVLGHDQGOHDQLQJIRUZDUGWRZDUGV
the wall, the height of the depiction and the width of the gallery would also have allowed 
crouching down making the artist much closer to the wall. 
The access to the panel requires going up the slope until reaching the uppermost point. 
Visibility is nowadays very low due to preservation reasons, nonetheless, recently traced 
would have probably stood out much more. The general lack of space, would not have meant 
DODUJHUYLVLELOLW\ᚏHOG,WVPD[LPXPYLVXDOL]DWLRQDUHDLVDURXQGVTXDUHPHWHUVDQGWKXV
IRU WKUHHRU IRXUSHRSOH LQGLᚎHUHQWSRVLWLRQVDURXQG WKHSDQHOVRPHFURXFKLQJVLWWLQJRU
kneeling in the gours, some standing or leaning on both sides of the path. On the other hand 
SRLQWRIRSWLPDOYLVXDOL]DWLRQLVOLPLWHGWRPD\EHWZRSHRSOHVLWWLQJGRZQLQWKHᚐRZVWRQHLQ
the same position the artist executed it (0,6 square meters) (Fig. 11.109). 
Panel 3
Located in the same area as the previous panel but in the ceiling, immediately above and 
EHWZHHQ WKHᚐRZVWRQH LQ IURQWRI WKHSDQHODERYHDQG WKH ULPRI WKHJRXUV7KHSDQHO LV
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Figure 11.108. Panel 1. Location, general view and depiction
Figure 11.109. Panel 2. Location, general view and depiction








7KHGHSLFWLRQ LVKDUG WRFKDUDFWHUL]H LW LVDSSDUHQWO\QRQᚏJXUDWLYHDQGDVVXFKZHKDYH
FODVVLᚏHGLWEXWLWUHPLQGVRIWKHVKDSHRIDQLQFRPSOHWHIURQWDOYLVLRQLEH[7KHWHFKQLTXH
used to execute was drawing with a red pencil and a simple outline. The position the artist 
had to acquire to execute it was sitting down and extending the arm towards the ceiling. 
The access to the panel is easy, the same as the previous one. Maximum visualization area 
LVTXLWHUHVWULFWHGGXHWRWKHODFNRIVSDFHLQWKHDUHDZKHUHLWLVORFDWHGLWLVOLPLWHGWR
square meters and two people sitting down immediately below or in the main path of the unit. 
The point of optimal visualization is limited to a person sitting immediately below the depiction 
(Fig. 11.110). 
Panel 4
Located on a limestone pendant, very close to the right wall at the same point where the 
previous panels are positioned and immediately above the gours. The panel is located at a 
low height due to the reduced space in the area, which is even more pressing close to the 
ZDOO7KHYHUWLFDOGLVWDQFHIURPWKHJUDSKLFXQLWWRWKHᚐRRULVRQO\FP7KHURFNVXUIDFH
LVGHFDOFLᚏHG OLPHVWRQH\HOORZRUDQJH WKHGHFDOFLᚏFDWLRQPLJKWEHSULPDU\RUVHFRQGDU\
because the soft layer is thin. The shape is concave, it is smooth, it does not have any 
FUHYLFHVDQGLWLVPHGLXPVRIW7KHᚐRRULPPHGLDWHO\EHORZLVWKHᚐRRGHGJRXUVDQGLWVULP
LWLVQRQHWKHOHVVᚐDW
7KHJUDSKLFXQLW LVDVLQJOH OLQHH[HFXWHGE\GUDZLQJZLWKDUHGSLJPHQWSHQFLO WKHUHDUH
DOVRVRPHSLJPHQWUHVWVFORVHO\MX[WDSRVHGWRWKHOLQHWKDWPLJKWKDYHEHHQDFRQWLQXDWLRQ
of it. The position the artist had to acquire to execute was sitting down on the rim of the gours 
facing towards the limestone pendant. 
The access to this area is the same as the one on panel 2. Visibility is low though its position 
LQDYHUWLFDOPDQQHU LQ UHODWLRQ WR WKHᚐRRUPDNHV WKHPD[LPXPYLVXDOL]DWLRQDUHDELJJHU
WKDQWKHRQHRIWKHSUHYLRXVSDQHOLWLVDURXQGVTXDUHPHWHUVZKLFKZRXOGLQFOXGHXSWR
three people sitting down and crouching on the central path of the unit. The point of optimal 
visualization coincides with the position of the artist and thus limited to a single person sitting 
down (0,8 square meters) (Fig. 11.111). 
6.4.8.TOPOGRAPHIC UNIT 8
Positioned in a very isolated area in relation to the other topographic units, it is located in the 
“labyrinth” area of La Pasiega C very close to the connection with other galleries. It is in a 
VPDOO]RQHVSDWLDOO\VSHDNLQJWKHVLQJOHGHSLFWLRQWKDWFRPSRVHVWKHZKROHWRSRJUDSKLFXQLW
is located on a wall in front of the border of a shaft that goes down to lower levels of the cave. 
To reach the point where the topographic unit is placed there are two possible itineraries. The 
ᚏUVWRQHLVWKURXJKWRSRJUDSKLFXQLWXSWRWKHSRLQWZKHUHLWFKDQJHVGLUHFWLRQDQGWXUQV
into topographic unit 10. At this point on the right side, E, there is a big ensemble of calcite 
columns, passing behind them allows getting to a narrow passageway that leads into the 
topographic unit after 2 m. The second one is more “labyrinthine” and long, through the main 
JDOOHU\RIWKHFDYHXSWRWKHHQWUDQFHWRWRSRJUDSKLFXQLWᚏYHDIWHUWKDWSRLQWJRLQJGRZQWKH
slope that connects it with topographic unit 5 and taking the passageway at the N end of this 
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Figure 11.110. Panel 3. Location, general view and depiction
Figure 11.111. Panel 4. Location, general view and depiction




can be transited walking through, only after reaching the area behind the columns is slightly 
more complicated. In the path, it is still possible to walk but the passage is very narrow, and it 
has a couple of steps that require stopping and going down to continue forward. In the case 
of the second itinerary, it is also possible to walk through it up to topographic unit 6 after it is 
VLPLODUWRWKHVHFRQGSDUWRIWKHᚏUVWLWLQHUDU\7KHJDOOHULHVDUHYHU\QDUURZDQGKDYHVHYHUDO
steps that require, in this case, to climb, quite easily, but still it is necessary to stop and use 
the hands as support to continue. The progression can be characterized, nonetheless, as 
easy though longer and a bit laborious than previous units. The itinerary from the entrance 
DQGXVLQJWKHᚏUVWVKRUWHUDFFHVVLVPORQJ7KHOLJKWLQJLQWKLVXQLWKDVWREHDUWLᚏFLDO
since the light would not reach this point. 
7KHXQLWLVDVPDOOURXQGLVKFKDPEHUOLNHDUHDLWLVRQO\PORQJE\PZLGH7KHDUHD
ZKHUHLWLVSRVVLEOHWRVWDQGXSLVQRQHWKHOHVVYHU\UHGXFHGDURXQGVTXDUHPHWHUVWKH
shaft occupies the rest of the area. It is also quite deep, about 4 m at this point, though this 
was impossible to ascertain in our conditions. The gallery continues both to lower levels of 
the cave through the shaft and in the right area (E) of the small chamber, climbing through 
would lead into the connection with the other galleries of the cave at the same point where 
the previous topographic unit leads into. The single panel that composes the topographic 
unit was traced on the NE wall, in front of the access point and on the other side of the shaft. 
No archaeological remains were found in this topographic unit. Due to the location of the 
SDQHOQRPRGLᚏFDWLRQVWRRNSODFHLQWKLVDUHDRIWKHFDYH
Topographic unit 8 can be characterized as a restricted space, the maximum area of the 
unit is 1,6 square meters. Nonetheless, the area where a person can stand inside the unit is 
reduced to 0,7 square meters and thus limited to a single individual at the same time.
Panel 1
Located on the wall on the NE side of the topographic unit it is positioned on the opposite side 
RIWKHVKDIW7KHYHUWLFDOGLVWDQFHIURPWKHSDQHOWRWKHᚐRRUFRXOGQRWEHPHDVXUHGGXHWR
VDIHW\UHDVRQVEXWRXUHVWLPDWLRQLVDURXQGDQGFPLIZHFRXQWDVಯᚐRRUರWKHDUHD
LQ IURQWRI WKHVKDIWVLQFHWKHXQLW LVSRVLWLRQHG LPPHGLDWHO\DERYH LW7KHUHDOᚐRRUEHORZ
WKHSDQHOLVDURXQGP7KXVWKHKHLJKWLVPHGLXPKLJKIRUWKHVLQJOHQRQᚏJXUDWLYH
graphic unit that composes the panel. The rock surface is grey limestone, very smooth 
GHVSLWHWKHSUHVHQFHRIVRPHVPDOOFUHYLFHVWKHVKDSHLVᚐDWLQJHQHUDO$VPHQWLRQHGWKH
ᚐRRULPPHGLDWHO\EHORZWKHSDQHOLVDVKDIW
The single depiction is a complex sign composed of eleven parallel, slightly curved, lines. 
Executed by drawing with a violet pigment pencil repeating multiple times. The position the 
artist had to acquire is, in fact, controversial, there are three possibilities. A quite high person 
executed the sign standing on the border of the ledge and resting over the panel with one 
hand while drawing with the other. The artist used some structure to avoid the shaft. Lastly, 
crouching on the other side of the shaft in the continuation of the gallery the artist would reach 
an arm to draw, this possibility, though, is far fetched since probably it would have been quite 
GLᚑFXOWWRUHDFKWKHSRLQWZKHUHWKHVLJQLVSRVLWLRQHG
The access to the point in front of the depiction is easy to reach, slightly more complicated 
than other topographic units, the mystery is how the artist reached the other side of the shaft. 




from before. Nonetheless, the general lack of space reduces a lot the maximum visualization 
area to 1 square meter meaning two people standing, one inside the space of the topographic 
XQLWDQGDQRWKHUSHUVRQIURPMXVWWKHRXWVLGH7KHSRLQWRIRSWLPDOYLVXDOL]DWLRQLVOLPLWHGWR
the person inside the topographic unit (Fig. 11.112). 
6.4.9.TOPOGRAPHIC UNIT 9
&RQVWLWXWHGE\DJDOOHU\SRVLWLRQHGLQDQXSSHUOHYHOLQUHODWLRQWRWKHᚐRRURIWKHPDLQJDOOHU\
LW LVᚐDWDQG OHYHOOHGEXWSRVLWLRQHGDERXWPKLJKHU WKDQ WKHPDLQJDOOHU\ ,WFDQEH
DFFHVVHGE\FOLPELQJWKHGLᚎHUHQFHEHWZHHQERWKOHYHOV7KHDFFHVVSRLQW LV ORFDWHGMXVW
after crossing the stalagmitic columns between topographic units 1 and 10, in the main 
gallery. After reaching that, there is a slightly higher platform from where a person can climb 
KROGLQJGLᚎHUHQWFRQFUHWLRQVDQGOLPHVWRQHKDQJVDIWHUWKDWSRLQWWKHUHLVDVORSHWKDWDOORZV
reaching the gallery, the actual drop from top to bottom is around 2 m. 
The itinerary to reach the point where the access is positioned is quite easy, through 
topographic unit 1, up to the point where it changes direction and turns into topographic unit 
10. On the right side (E) there is a big ensemble of calcite columns, passing behind them is 
the access point. The itinerary to get to the topographic unit is 21,5 m long. Once climbed is 
WKHJDOOHU\WKHᚏUVWSDUWFDQEHWUDQVLWHGXSULJKWZLWKRXWDQ\GLᚑFXOW\DIWHUDERXWPWKHUH
LVDVXQNDUHDWKDWPDUNVDSUHYLRXVFROODSVHRIWKHᚐRRURIWKHJDOOHU\DIWHUWKDWSRLQWWKH
ceiling starts going down forcing the person to duck down to avoid hitting it. In the central 
part of this area, there is a limestone block that creates a narrow and low conduct open on 
both sides. On the right side, the gallery continues after a turn, the ceiling continues to lower 
GRZQLQWKLVDUHDSURJUHVVLYHO\IRUFLQJWRDFTXLUHDFURXFKLQJRUNQHHOLQJSRVLWLRQVᚏQDOO\
after 2 m the gallery closes down. The maximum length of the gallery is 9 m and its maximum 
width 3 m. 
Figure 11.112. Panel 1. Location, general view and depiction




The next panel, 3, is positioned on the left side of the limestone block, close to the entrance 
point to the small conduct that goes around it. Panel four is inside the conduct. Finally, on the 
ZDOOMXVWEHIRUHWKHWXUQRIWKHJDOOHU\LVWKHᚏIWKSDQHO7KHSURJUHVVLRQWKURXJKWKHJDOOHU\
is very easy and short, it only requires to duck down in the second part and crouching down 
ZKHUHSDQHODQGLWVODVWPHWHUVDUHORFDWHG7KHOLJKWLQJLQWKHJDOOHU\KDVWREHDUWLᚏFLDO
LQDOOFDVHVVLQFHWKHOLJKWZRXOGQRWKDYHUHDFKHGWKLVSRLQWQHYHUWKHOHVVEHFDXVHRIWKH
gallery’s height, the vantage point from above might have allowed seeing the brightness of 
the entrance’s natural light. 
1RDUFKDHRORJLFDOUHPDLQVKDYHEHHQIRXQGLQWKLVWRSRJUDSKLFXQLW1RPRGLᚏFDWLRQVWRRN
SODFHLQWKLVDUHDGXHWRWKHDUGXRXVHQWUDQFHDQGWKHDSSDUHQWODFNRIᚏJXUHV
Topographic unit 9 can be characterized as an open space since it can hold more than three 
people at the same time. The total area is around 40 square meters. 
Panel 1 




of stalagmitic plates and some sedimentation. 
The single graphic unit is a complete and quite detailed horse depiction, executed by very 
VXSHUᚏFLDOHQJUDYLQJDQGPXOWLSOHRXWOLQHLWKDVHDUVPRXWKQRVWULOVDQGSRVVLEO\DQH\H
7ZRDQWHULRUH[WUHPLWLHVZHUHWUDFHGEXWRQO\RQHSRVWHULRUOHJWKHPDQHDQGWKHWDLOZHUH
represented by a thick ensemble of parallel lines. The position the artist had to acquire to 
H[HFXWHLWZDVSUREDEO\FURXFKLQJRUVLWWLQJGRZQRQWKHᚐRRUWKHᚏJXUHLVPHGLXPLQVL]H
The access to the panel is easy, the same as the one described for the topographic unit. 
Visibility is very low due to the technique used to execute it, the shallowness of the lines do 
QRWDOORZQRZDGD\VWRVHHWKHFRPSOHWHᚏJXUHLWLVQHFHVVDU\WRIROORZWKHOLQHVZLWKWKHOLJKW
Maximum visualization area is around 1,7 square meters and thus, two-three people could 
see it at the same time crouching or kneeling down around. The point of optimal visualization 
is very reduced due to the visibility conditions, and it would be limited to a single person 
LPPHGLDWHO\LQIURQWRIWKHᚏJXUH(Fig. 11.113). 
Panel 2
Positioned immediately in front of the previous panel, on the right wall once entered the 













WUDFHG FURXFKLQJ RU NQHHOLQJ GRZQPHDQZKLOH WKH VHFRQG RQH FRXOG KDYH EHHQ WUDFHG
standing up. 
The access is the same as for the previous panel. Visibility is very low due to the technique 
used and the small size of the engravings requiring proximity to see them. Maximum 
visualization area is around 1,2 square meters limiting the visualization to two-three people at 
WKHVDPHWLPHWKHSRLQWRIRSWLPDOYLVXDOL]DWLRQLVRQO\VTXDUHPHWHUVIRUFLQJWKHSHUVRQ
to see one engraving at a time due to the technique used to trace them (Fig. 11.113). 
Panel 3
3RVLWLRQHGRQWKHERUGHURIWKHOLPHVWRQHEORFNLQWKHFHQWUDOᚏQDODUHDRIWKHWRSRJUDSKLF
unit, before it turns left (NE). The panel is placed at a low height in the “entrance” of the 
conduct that creates the space between the block and the actual wall. The vertical distance 
IURPWKHJUDSKLFXQLWVWRWKHᚐRRUUDQJHVEHWZHHQFPDQGFP7KHSDQHOFRPSULVHV
WZR QRQᚏJXUDWLYH JUDSKLF XQLWV 7KH URFN VXUIDFH WKDW FRQVWLWXWHV WKH HQVHPEOH LV JUH\
limestone, very sinuous, hard and smooth despite the presence of some thin crevices. The 
ᚐRRUEHORZWKHSDQHOLVFRPSRVHGRIURFNLWLVᚐDWLQJHQHUDO
The two graphic units are red pigment concentrations, shapeless but following somehow 
the border of the rock around the arched entrance. The technique used to trace it is hard 
to ascertain other than drawing with red pigment. The position the artist had to acquire was 
probably crouching down for both of them, though the upper one could have been traced 
standing. 
Figure 11.113. Panel 1. Location, general view and depiction
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Figure 11.113. Panel 2. Location and general view
Figure 11.114. Panel 3. Location, general view and depiction
Figure 11.115. Panel 4 Location, general view and depiction
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7KHDFFHVV WR WKHSDQHO LV HDV\ZDONLQJXSULJKW WKURXJK WKHJDOOHU\ WKHRQO\GLᚑFXOW\ LV
represented by the sunken area in the central part of the gallery, which requires stepping 
down and stepping back up on the other side to cross it, but it is quite easy to achieve. 
Visibility is medium due to their height and their size. Maximum visualization area is around 
3,4 square meters, and thus it is possible, theoretically, to be seen by six people at the same 
WLPHVWDQGLQJXS1HYHUWKHOHVVWKHKHLJKWRIWKHGHSLFWLRQVRYHUWKHᚐRRUZRXOGPHDQWKDW
SHRSOHRQWKHᚏUVWURZZRXOGEORFNWKHYLVLRQRIWKHSHRSOHEHKLQGPHDQLQJSUREDEO\DWPRVW
three or four people could see them at the same time. The point of optimal visualization is 
limited to the area in front of it and restricted to a single individual in a crouching position (0,7 
square meters) (Fig. 11.114). 
Panel 4
Positioned on the interior of the conduct mentioned above, in the transition between the 
ZDOODQGWKHFHLOLQJDWDORZKHLJKWGHᚏQHGE\WKHVPDOOVSDFHZKHUHWKH\DUHORFDWHG:H
included this panel in the topographic unit because the graphic unit is visible crouching from 




The graphic unit is an ensemble of two very similar dark red assemblages of small dots (4.6). 
7KHWHFKQLTXHXVHGWRH[HFXWHLWLVXQFHUWDLQZHFDQRQO\VD\WKDWLWZDVGUDZQZLWKUHGEXW
we do not know how the dots were applied, a possibly due to their size is by stamping with 
a pencil without dragging it down. The position the artist had to acquire to execute them was 
SUREDEO\VLWWLQJGRZQRQWKHᚐRRUDQGH[WHQGLQJWKHDUPEHFDXVHRIWKHORZKHLJKWRIWKH
ceiling, this would have been a more comfortable position than crouching down. 
Access is easy, the same one as the previous panel but in this case entering, crawling, inside 
the conduct to trace it. Maximum visualization area is quite small due to the lack of space, it 
LVUHGXFHGWRWKHDUHDLQVLGHWKHFRQGXFWDQGWKHLPPHGLDWHRXWVLGHDURXQGWKHHQWUDQFH
it is 1,3 square meters meaning two people either sitting or crouching at the same time. The 
point of optimal visualization is limited to the area immediately in front of it inside the conduct 
(0,2 square meters) (Fig. 11.115). 
Panel 5 
Positioned on the wall before the turn, on the same wall as the conduct and immediately 
EHVLGH WKHVHFRQGHQWUDQFHWR LW7KHJUDSKLFXQLWVERWKQRQᚏJXUDWLYHDUHSRVLWLRQHGDW
a low height. The vertical distance ranges between 106 cm and 100 cm. The rock surface 
LV JUH\ZKLWH OLPHVWRQH SDUWLDOO\ GHFDOFLᚏHG SRVVLEO\ ERWK SULPDULO\ DQG VHFRQGDULO\ ,W LV
VLQXRXVVRIWDQGYHU\VPRRWKLWGRHVQRWKDYHDQ\FUHYLFHV7KHᚐRRUEHORZWKHSDQHOLV
slightly sloped in an upward direction towards the interior of the unit. 
7KHᚏUVWJUDSKLFXQLWRIWKHSDQHOLVDTXDGULODWHUDOVLJQZLWKDSRLQWRQWKHULJKWVLGHLWLVVPDOO
DQGZDVH[HFXWHGHQJUDYLQJE\LQFLVLRQZLWKDVKDUSREMHFWWKDWOHIWDPHGLXPGHHSOLQHGXH
to the slight softness of the rock. The second graphic unit (4.6) is a colorant concentration, 
H[HFXWHGE\GUDZLQJZLWKUHGSLJPHQWWKHPHDQVDUHGLᚑFXOWWRHVWDEOLVK7KHSRVLWLRQWKH
artist had to acquire to trace them was either leaning forward or crouching down. 
The access is easy, the same one the two previous panels. Visibility is medium-low, their size 
is small, though, with the adequate lighting, the red concentration can be seen from quite 
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afar, creating quite a big maximum visualization area (3,9 square meters).  Theoretically, 
the panel could have been seen by six people at the same time. Nonetheless, people would 
EORFNWKHYLVLRQRIWKHSHRSOHEHKLQGLQFRQFOXVLRQSUREDEO\DWPRVWWKUHHRUIRXUSHRSOH
could see them at the same time. The point of optimal visualization requires proximity due 
to the technique utilized for the 4.5, is only 0,8 square meters which would mean one or two 
people crouching or leaning forward at the same time (Fig. 11.116).





entrance is very easy, going through topographic unit 1 and continuing forward, this path 
FDQEHWUDQVLWHGLQDQXSULJKWSRVLWLRQWKHZKROHZD\DWOHDVWXQWLOWKHᚏUVWSDQHORIWKLVXQLW
located beside the columns mentioned above that constitute the entrance to topographic 
XQLWVDQG3DQHO LV ORFDWHGIDUWKHUGHHSLQDQDUHDWKDWZDVH[WHQVLYHO\PRGLᚏHGWR
create the entrance used nowadays. The itinerary to get to the start of the topographic unit 
is about 16,7 m. 
,Q WKHᚏUVWDUHDRI WKH WRSRJUDSKLFXQLW WKHᚐRRUZDV ORZHUHGGRZQDURXQG WRFP
progressively augmenting towards the left where some stairs were constructed in an upward 
GLUHFWLRQWRZDUGVWKHLQVLGHWKH\ZHUHLQVWDOOHGWRRYHUFRPHWKHKHLJKWGLᚎHUHQFHEHWZHHQ
WKLVSDUWRIWKHFDYHDQGWKHIROORZLQJSDUW$IWHUWKHVWDLUVWKHᚐRRUZDVH[FDYDWHGH[WHQVLYHO\
and some sedimentary rests on both sides indicate that the lowering down was as much as 
120 cm. Going forward for about 5 m is the last part of the cave where some decoration 
appears, the second panel is positioned in an open niche in a stalactite facing towards the 
wall. The transit through this part can be done nowadays walking upright but before the works 
that would not have been possible, the height of the ceiling would have required walking 
either crouching or on the knees, possibly in some areas walking but completely bent down. 
$IWHU WKH| WXUQ WKHFKDQJHVDUHHYHQPRUH LPSRUWDQWDQGZHGRQRWHYHQNQRZWKHLU
extension since the entrance did not exist before it was open, probably was blocked either by 
ᚐRZVWRQHUHFRQVWUXFWLRQVRUOLPHVWRQHWKDWSUHYHQWHGJRLQJRXWVLGH





XQLW EXW ORZHUV GRZQ VLJQLᚏFDQWO\ VXEVHTXHQWO\ DVZHPHQWLRQHGEHIRUH 7KH OLJKWLQJ RQ
WKHJDOOHU\KDV WREHDUWLᚏFLDO LQDOOFDVHVVLQFH LW LVDOUHDG\TXLWH IDUDQGRSSRVHG WR WKH
Palaeolithic entrance. 
No archaeological remains were found in this topographic unit and, due to the massive 
adaptation works, any existing rests were probably removed and lost. 








LVJUH\ OLPHVWRQHFRYHUHGERWKSULPDULO\DQGVHFRQGDULO\E\ WKLQFDOFLᚏFDWLRQV LW LVKDUG




it was complete. It is in a very poor preservation state, though some characters can still be 
UHFRJQL]HGLWKDVVRPHLQWHULRUᚐDWZDVKHVRQWKHORZHUSDUWLQFOXGLQJWKHOHJVWKDWZHUH
depicted representing the movement. The horn is very long and characteristic. Very closely 
MX[WDSRVHG WR LWDQGVOLJKWO\ WR WKH ULJKW WKHUH LVDQRWKHUYHU\VLPLODU LEH[GHSLFWLRQ 
also in a very poor preservation state and with the same characters. In this case, there are 
LQWHULRUZDVKHVDORYHUWKHERG\PDUNLQJWKHGLᚎHUHQWSDUWVRIWKHDQLPDOWKHKRUQVDUHDOVR
long and the ears were depicted, we can also see the rests of a beard below the mandible. 
)LQDOO\WKHWKLUGJUDSKLFXQLWLVQRQᚏJXUDWLYHRUDWOHDVWDSSDUHQWO\WKHFDOFLWHKDVFRYHUHG
LWSDUWLDOO\QRWDOORZLQJDSUHFLVHLGHQWLᚏFDWLRQLVFRPSRVHGRIWZRSDUDOOHOOLQHVWKDWHQG
intersecting with the horns of the ibex in several lines disposed in a circle. The technique 
used is the same for the three depictions: drawing with a black pigment pencil and a simple 
outline and interior washes. The position the artist had to acquire was probably crouching or 
kneeling down (Fig. 11.117). 
The access to this point is very easy and it only requires walking forward from the access point 
RIWKHWRSRJUDSKLFXQLW9LVLELOLW\LVQRZDGD\VSRRUGXHWRSUHVHUYDWLRQUHDVRQVQRQHWKHOHVV
LWPXVWKDYHEHHQTXLWHJRRGGHVSLWHWKHKHLJKWWRWKHᚐRRUEHFDXVHZDONLQJWRZDUGVWKH
panel and directing the light to it, the panel can be seen from approximately from the “throne” 
area. Maximum visualization area is, thus, quite large, 5 square meters, that would allow up 
WRWHQSHRSOH WKHRUHWLFDOO\VLQFHWKHᚏUVWURZRI LQGLYLGXDOVDURXQGWKHSDQHOZRXOGKDYH
blocked the viewers from the gallery. The point of optimal visualization is around 1 square 
meter meaning two-three people could have seen the panel from proximity and standing up, 
though probably the best position is crouching down. 
Panel 2
/RFDWHG LQ WKH FRQWLQXDWLRQ RI WKH JDOOHU\ MXVW EHIRUH WKH VHFRQG | WXUQ DQG EHVLGH D
QDUURZLQJJHQHUDWHGE\VRPHVPDOOFDOFLWHFDOFLᚏFDWLRQV WKDW IRUFH WRPDNHD OLWWOHGHWRXU
Parte II. Cueva de La Pasiega
453
)LJXUH3DQHO/RFDWLRQJHQHUDOYLHZDQGGHSLFWLRQV$%&
Figure 11.118. Panel 2. Location, general view and depiction
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around them. The panel is positioned at a medium height in a stalagmite close to the right 
wall in a small, open, niche, on the side facing towards the wall. The vertical distance from 
WKHJUDSKLFXQLW WR WKHᚐRRU LVDURXQGFPQRZDGD\V WKHVHGLPHQWUHVWVRQWKHDUHD
indicate the excavation was around 20 cm, making the original height approximately 126 cm. 
7KHURFNVXUIDFHLVFDOFLWHYHU\GU\QRZDGD\VLQIDFWLWLVYHU\IUDJPHQWHG7KHVXUIDFHLV
ZKLWHLQFRORXUFRDUVHDQGFRQYH[7KHᚐRRUZDVPRGLᚏHGDQGWKXVZHGRQRWNQRZKRZ
it was originally. 
7KHVLQJOHGHSLFWLRQRIWKHSDQHOLVDFRORUDQWFRQFHQWUDWLRQLW LVURXQGDQGHPSW\RQWKH
inside, the technique used to execute it is hard to establish other than drawing with red 
SLJPHQW7KHSRVLWLRQWKHDUWLVWKDGWRDFTXLUHWRWUDFHWKHᚏJXUHZDVOHDQLQJIRUZDUGGXHWR
the space limitations. 
The access to this panel is easy. Transiting through the part after the stairs, which would 
have been a slope previously, would have required crouching down or kneeling up to the 
area where the depiction is located. There it would have been possible to stand up, possibly 
bent forward, in some places. Visibility is very low due to the orientation of the depiction, 
which is facing towards the wall. Hence, the maximum visualization area is limited to 1,4 
square meters and two three people standing around it. The point of optimal visualization is 
the same, though immediately in front of it, the person would have had a better point of view 
(Fig. 11.118).    
&KURQRORJ\
7KHᚏUVWZRUNWKDWDQDO\VHG/D3DVLHJDಬVFKURQRORJ\ZDVFDUULHGRXWE\%UHXLOHWDO
it is based on the knowledge of the caves in France, the analysis of the Palaeolithic cavities 
in the Cantabrian area and the portable art recently discovered. In the chapter consecrated 




subdivides six series, in the brown or black four phases, for the engravings two phases and, 
ᚏQDOO\IRUWKHWHFWLIRUPVWKUHHSKDVHV
After taking this into account, they produce, in the conclusions chapter, a synthetic chart in 
ZKLFKKHGLVWLQJXLVKHVWKUHHFKURQRORJLFDOSKDVHV,QWKHᚏUVWRQHDWWULEXWHGFXOWXUDOO\WR
the Aurignacian and divisible in two periods, some engravings, primitive tectiforms and an 
DQWKURSRPRUSKLFᚏJXUHZHUHH[HFXWHG,QWKHVHFRQGKDOIRIWKHᚏUVWSKDVHVRPHHQJUDYLQJV
VLPLODU WR WKHRQHV LQ+RUQRVGH OD3H³D UHGᚏJXUHVZLWKVLPSOHDQGPRGXODWHGRXWOLQH
EODFNᚏJXUHVZLWKDVLPSOHRXWOLQHDQGWKHLQWHUPHGLDWHSKDVHRIWHFWLIRUPVZHUHWUDFHG7R
the second phase, attributable to the lower Magdalenian, correspond the multiple outlined 
KLQGVDQGD UHGHQVHPEOHH[HFXWHGE\GLJLWDOPHDQVZLWKᚐDWZDVKHVDQGVLPSOHEODFN
outlined depictions and the last phase of tectiforms. Finally, during the last phase, upper 
0DJGDOHQLDQHQJUDYHGKRUVHVᚏJXUHVZLWKFRPSOHWHᚐDWZDVKHVELFKURPDWLFGHSLFWLRQV
engraved ibex, the symbolic inscription and small red claviforms were executed. 
7KH ᚏUVW SKDVH LV OLPLWHG WR VRPH GHSLFWLRQVPRVW RI WKH JUDSKLF XQLWV RI WKH HQVHPEOH
EHORQJWRWKHVHFRQGKDOIRIWKHᚏUVWSKDVHDQGWKHVHFRQGSKDVH7KHWKLUGSKDVHGHQRWHV
a limited frequentation. 
This chronological analysis is, up to this day, the most complete published. The rest, 
FRUUHVSRQGLQJWRWKHSXEOLFDWLRQW\SHDUHSDUWLDOOLPLWHGWRWKHGHSLFWLRQVWKDWDUHSXEOLVKHG
LQWKHVSHFLᚏFDUWLFOHDQGIROORZHLWKHU%UHXLOHWDOSURSRVDORUDIWHU/HURL*RXUKDQಬV
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one. This is valid for most publications with one exception: Carballo (1952) publishes 
a small essay in which he questions the existence of an Aurignacian phase. The critique 
takes point in the fact that the researchers at the beginning of the 20th Century did not 
ᚏQGWKHDUFKDHRORJLFDOGHSRVLW7KXV WKHSURSRVDOZDVULVN\GXHWRWKH ODFNRISURRI WKDW
the aurignacian lodged in the exterior area of the cave. He also criticizes the comparative 
DSSURDFKXVLQJSRUWDEOHDUWDQGRWKHUH[DPSOHVORFDWHGLQ3DODHROLWKLFFDYHVDQGMXVWLᚏHV
the impossibility of the aurignacian chronology on the lack of an archaeological deposit of 
this date and the proximity of some of the depictions with the exterior area. He proposes that, 
since the depictions are located in proximity to the entrance, which was de facto, considered 
impossible, his conclusion is that the Palaeolithic inhabitants would have had to close down 
the entrances to turn the area into a sanctuary. This would imply the paintings would, in fact, 
be at least from the lower Magdalenian and probably from the Upper Magdalenian or even 
Post-magdalenian (CARBALLO, 1952, p.78). 
,Q  *RQ]£OH](FKHJDUD\ DQG 5LSROO MXVW FODVVLᚏHG WKH GHSLFWLRQV SXEOLVKHG LQ WKH
article, which they attribute to the Aurignacian-Perigordian cycle of Breuil (GONZÁLEZ-
(&+(*$5$<7KHVDPHKDSSHQVZLWKWKHQH[WDUWLFOHSXEOLVKHGLQWKHᚏJXUHV
discovered in “La Rotonda” are assigned to the end of the Aurignacian-Perigordian phase or 
the Magdalenian. 
In 1971, with a new ensemble of depictions published, there is a new chronological proposal, 
DOVR OLPLWHG WR WKH UHFHQWO\ GLVFRYHUHG ᚏJXUHV $W WKLV SRLQW WKH DXWKRUV *21=/(=
ECHEGARAY & MOURE, 1971) abandon Breuil’s chronological proposal in favor to Leroi-
*RXUKDQಬVIURP7KHQHZGLVFRYHULHVDUHFODVVLᚏHGDVVW\OH,9ZKLFKZRXOGFRLQFLGH
with the data provided in the archaeological deposit. 
Marie J. Carayon assigns the recently discovered horse in the Gallery C to style IV without 
EHLQJPRUHVSHFLᚏF&$5$<21
%DOE¯QDQG*RQ]£OH]6DLQ] ZLWK WKHᚏUVW UHVXOWV IURP WKHQHZ UHVHDUFK H[HFXWHG
between 1982-1989) do a new chronological assessment of the whole ensemble. Gallery A 
would correspond with the Solutrean-lower Magdalenian, accepting Leroi-Gourhan’s proposal 
ZKRSRVLWLRQHGLWLQWKHDGYDQFHGVW\OH,,,ZLWKVRPHᚏJXUHVFRUUHVSRQGLQJWRWKHWUDQVLWLRQ
to the lower IV and IV. Gallery B and D are heterogeneous from a technical and stylistic 
point. Gallery C, also heterogeneous with several phases, starting in style II to an advanced 
IV. After their initial assessment, the monographic publication of several topographic units 
WDNHVDFORVHUORRNWRWKHFKURQRORJ\RIWKHVHVSHFLᚏFDUHDV6HFWRU'3$6'7RSRJUDSKLF
8QLWLQWKLVWKHVLVZDVDVFULEHGWRWZRGLᚎHUHQWSKDVHVWKHWZRDQLPDOGHSLFWLRQVZRXOG
FRUUHVSRQGZLWK WKH VHFRQGKDOI RI WKH ᚏUVW SKDVHSURSRVHGE\%UHXLOPHDQZKLOH WKHVH
ᚏJXUDWLYHGHSLFWLRQVDQGWKHVLJQVZRXOGᚏWLQ/HURL*RXUKDQಬVVW\OH,,,6ROXWUHDQ$WWKLV
point of the research, the authors do not consider possible a more accurate approach 
(BALBÍN-BERHMANN & GONZÁLEZ-SAINZ, 1994). In the article regarding the area known 
as “La Rotonda” (PAS B, Topographic unit 8 in this thesis) they analyse the style assigning 
it to Leroi-Gourhan’s style IV, culturally Lower Cantabrian Magdalenian (15.500-14.000 BP) 
(BALBÍN-BEHRMANN & GONZÁLEZ-SAINZ, 1995). The corridor before the “Rotonda” (PAS 
%7RSRJUDSKLFXQLWVDQGLQWKLVWKHVLVZRXOGKDYHDPRUHZLGHO\VSDQQHGFKURQRORJ\
the superimposition of the engravings to red graphic units would indicate the latter would 




Following the same research line, C. de las Heras analyses the chronology of Gallery A. 
7DNLQJ LQWR DFFRXQW WKH VW\OLVWLF FKDUDFWHULVWLFV RI WKH ᚏJXUHV DQG WKH VLJQV WKH DXWKRU
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FODVVLᚏHV WKHP LQVW\OH ,,,FORVH WRVW\OH ,9HTXLYDOHQW WR WKH/RZHU6ROXWUHDQDQG/RZHU
Magdalenian. 
,Q UHJDUGLQJ WKHGHSLFWLRQRI WKHPHJDFHURV ORFDWHG LQ3$6% WRSRJUDSKLFXQLW 
González-Sainz analyses the chronology of the area, ascribing it to the pre-Magdalenian, 
PRUH VSHFLᚏFDOO\ WR D UHFHQW VW\OH ,,, SKDVH 7KLV HQVHPEOH ORFDWHG LQ WKH%ZRXOG EH
contemporaneous to the archaeological deposit excavated below the megaceros and dated 
on the Solutrean (GONZÁLEZ-SAINZ, 1999). 
6RPHRIWKHJUDSKLFXQLWVRI/D3DVLHJDZHUHVDPSOHGDQGGDWHGLQWKHSURMHFWಯ'RFXPHQWDFLµQ
del arte rupestre en el sector central de la costa cantábrica. Una evaluación de técnicas de 
WUDEDMRರ7ZRᚏJXUHVIURPWKHJDOOHU\&ZHUHVDPSOHGWKHELVRQQ|3$6&,LQWKLV
WKHVLVDQGLEH[Q|3$6&7KHUHVXOWVZHUHSXEOLVKHGLQ7DEOD'DWDFLRQHV
the two dates obtained from the sample of the ibex are coherent, positioning the depiction in 
the middle Magdalenian, as was expected to analyse its style (GONZÁLEZ-SAINZ, 2005). 
The results of the bison were upper Magdalenian, eliminating the possibility of synchrony of 
the ensemble (ALCOLEA & BALBÚN-BERHMANN, 2007).
/D3DVLHJDZDVDOVRLQFOXGHGLQWKHSURMHFWRI8VHULHVGDWLQJFDUULHGRXWLQWKH&DQWDEULDQ
area. Some results were published in 2012, though they are not very noteworthy since all 
are post-palaeolithic and do not allow extracting any information. They, nonetheless, allowed 
WHVWLQJWKHHᚑFDF\RIWKHPHWKRGZKLFKZDVSURYHQYDOLG
Recently, new dates for the ensemble were published (HOFFMANN, D. et al., in press). They 
were sampled using a new method that allows taking very small specimens to date several 
phases to test the integrity of the calcite and reducing the possibility of dating an “open 
system” formation. The graphic units dated are PasC.II.2.4, II.2.6, II.2.8, II.2.13, II.2.14. 
The results are, once more, not very noteworthy since most of them are Holocene or pre-
+RORFHQHNDNDNDND2QO\RQHRIWKHUHVXOWVLVROGHU
WKDQSUH+RORFHQHWKHGDWHVREWDLQHGIRUJUDSKLFXQLW,,DWULDQJXODUVLJQFRQᚏUPLWV
expected, pre-Magdalenian chronology (22,7 ka). 
7DNLQJLQWRDFFRXQWWKHGLᚎHUHQWDUJXPHQWVDYDLODEOHWRGDWHWKHGLᚎHUHQWSKDVHVSUHVHQWLQ
La Pasiega we cannot advance much more than previous researchers. 
The cave was closed down almost completely except a small hole in the entrance of Gallery 
B and the entrance the discoverers used. This fact was changed by the massive works that 
WRRNSODFHDURXQGZKDWWKHUHVHDUFKHUVWKLQNDUHWKH3DODHROLWKLFದRULJLQDOದHQWUDQFHVGXULQJ
these works the entrances were reopened and some archaeological artefacts were recovered 
FRQᚏUPLQJWKHK\SRWKHVLVWKDWWKH\ZHUHLQIDFWHQWUDQFHV7KHSRRUDUFKDHRORJLFDOFRQWURO
of these works did not allow creating a chronology for the sedimentary deposit that covered 
the entrances and thus it is unknown the period when they closed down completely.
In the same line we only know of one depiction that was covered by sediments, PasB I.1, but 
since the excavation was not controlled, we do not know if dating the sediments or not and, 
thus, we cannot date any depictions on the ensemble. In gallery C despite the proximity of 
WKHᚏJXUHVWRWKHHQWUDQFHQRQHRIWKHPVHHPWRKDYHEHHQFRYHUHGE\VHGLPHQWV
7KHUHDUHDEXQGDQWFDOFLᚏFDWLRQVLQGLᚎHUHQWIRUPDWVFRYHULQJWKHGHSLFWLRQVLQWKHHQVHPEOH
of La Pasiega. The area with the bigger concentration is over the graphic units of topographic 
units C.I and C.II, but they also appear in some depictions of gallery A, some of the gallery 
D and sporadically in gallery B. They allow the authentication of the cave art and, as we 
previously stated, some have been sampled and processed to obtain a minimum age for 
some graphic units. Only two, in this case, are useful in this purpose dating two triangular 
depictions in PasC.II.2 before the Magdalenian without any more precision. 
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7KHUHSUHVHQWHGIDXQD LQ/D3DVLHJD LVQRWYHU\VLJQLᚏFDQW WRGDWH LWVDUW LQJHQHUDO WKH
themes represented are typical of variable climatic conditions: deer, hinds, bovids, ibex... 
The only two more diagnostic animals represented are the megaceros located close to the 
entrance of gallery B (PasB.I.2.4) and the chamois in topographic unit 6 (PasC.VI.1.1). 
These species are typical of cold phases of the glacial era. The analysis carried out by C. 
González-Sainz (1999) regarding the representations of megaceros in the cantabrian area 
points towards the extinction of the Megaceros in this area after the Solutrean. This would 
mean that the megaceros depiction and the other, very similar in style depiction of the same 
panel would be, without being possible to be more accurate, premagdalenian. The chamois, 
on the other hand, is not extinct, and it still exists in high altitudes of the cantabrian area 
the pyrenean. This fact does not allow using it to date it because it would have been more 
extended during a more rigorous climate of the Palaeolithic and it probably could date to any 
period of it. 
$QDO\VLQJWKHVW\OHRIWKHJUDSKLFXQLWV/D3DVLHJDKDVPDQ\GLᚎHUHQWSKDVHVWKDWVSDQRYHU
the whole upper Palaeolithic. As previous authors have stated, the decoration of the cave 
YDULHVLQWKHYDULRXVSDUWVLWLVQRWDVKHDY\LQVRPHDUHDVDVLWLVLQRWKHUVDQGWKHFKURQRORJ\
YDULHVGHSHQGLQJRQWKHVSHFLᚏFDUHD1RQHWKHOHVVWKHIRXUGLᚎHUHQWDUHZHFRQVLGHUHGLQ
this work (A, B, C and D) have in all of them examples from all the chronologies. 
Gallery B was executed during several phases though the depictions from the same phase 





engravings are stylistically characteristic of the last phases of the Magdalenian. This same 
combination of pre-Magdalenian and Magdalenian depictions also appear in topographic 




to their lack of marked characters. Topographic unit B.IV is composed by archaic claviforms 
WKDWVHHPWREHH[HFXWHGLQWKHVDPHSHULRGRIWLPH7RSRJUDSKLFXQLW%9KDVWZRGLᚎHUHQW
SDQHOVFRPSRVHGE\GHSLFWLRQVGLᚑFXOW WRFODVVLI\ IRU WKHVDPHUHDVRQVWKHRQHV LQ%,,,
Topographic unit B.VI is composed by a red colorant concentration, which could be from any 
moment of the upper Palaeolithic. Topographic unit B.VII combines big red depictions with 
very small engravings, though, in this case, the engravings are combining very detailed and 
ᚏQHRQHVZLWKVKDSHOHVVRQHVSUREDEO\GDWLQJIURPGLᚎHUHQWSHULRGVIURPWKH0DJGDOHQLDQ
the red drawings also have more advanced features than the ones in topographic units I 
and II. Topographic unit B.VIII is a very homogeneous ensemble, all the graphic units are 
HQJUDYLQJVH[HFXWHGRYHUGHFDOFLᚏFDWLRQFOD\E\LQFLVLRQFUHDWLQJDYHU\VSHFLᚏFVW\OHWKDW
has been linked with the lower Magdalenian. Topographic unit B.IX, as we mentioned above, 
FRPELQHVHQJUDYLQJVDQGGUDZLQJVERWKUHGDQGEODFNH[HFXWHGE\GLᚎHUHQWPHDQVDQGZLWK
YHU\GLᚎHUHQWVW\OHVSRLQWLQJWRZDUGVDXVDJHGXULQJWKHZKROHXSSHU3DODHROLWKLF)LQDOO\
Topographic unit B.X has a simple engraving very similar to those in units III, V, and VII. 
Contrasting with gallery B, gallery A is a very homogeneous ensemble stylistically speaking, 
WKRXJKLWDOVRKDVVRPHJUDSKLFXQLWVIURPDGLᚎHUHQWSHULRG7KHGHSLFWLRQVLQWRSRJUDSKLF
XQLW $, ZHUH H[HFXWHG E\ GUDZLQJ FRPELQLQJ GLᚎHUHQW SLJPHQWV ದRFKUHV UHGV EURZQVದ
and means, but their stylistic traits are very similar, depicting archaic, pre-Magdalenian 
conventions, though a variety of them, possibly indicating a long use during this phase. The 
exceptions to this are in panel A.I.11, executed in black pigment with a charcoal pencil and a 
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simple outline, the style point towards early phases of the lower Magdalenian. Topographic 
XQLWV$,,DQG$,,,DUHYHU\VLPLODU WR WKHᚏUVWRQH LIZH WDNH LQWRDFFRXQW WKHVW\OHRI WKH
ᚏJXUHV WKH WHFWLIRUPVLJQHQVHPEOHDW WKHHQGRI WKHJDOOHU\KDYHDOVR WUDGLWLRQDOO\EHHQ
considered pre-Magdalenian.
Gallery D has a very low concentration of depictions including some very similar to the ones 




stylistic traits of the lower phase. Topographic unit D.II is composed both by engravings and 
GUDZLQJVERWKᚏJXUDWLYHDQGQRQᚏJXUDWLYHWKHUHGKLQGLVYHU\VLPLODUWRVRPHZHᚏQGLQ
Gallery A, the signs are oval-shaped and tectiform-like, probably also framed in the same 
JHQHUDO FKURQRORJ\ZLWKRXW EHLQJ SRVVLEOH WR EHPRUH VSHFLᚏF 7RSRJUDSKLF XQLW',,, LV
composed by detailed and very shallow engravings, this style indicates they were probably 
H[HFXWHGGXULQJWKH0DJGDOHQLDQDQGPRUHVSHFLᚏFDOO\WKHPLGGOHᚏQDOSKDVHV,QWRSRJUDSKLF
unit D.IV there is a red hind similar to the other hinds that can be found in this gallery and 
SUREDEO\RIWKHVDPHFKURQRORJ\)ROORZLQJWRZDUGVWKHODVWDUHDVRIWKHFDYHZHFDQᚏQG
WKHVHFRQGKHWHURJHQHRXVXQLW'9KDVERWKHQJUDYLQJVRIERYLGVRQHVSHFLᚏFDOO\ IURP
the lower and middle Magdalenian due to its similarities with the Niaux morphotype, and red 
GUDZLQJVDQHQVHPEOHRIUHGFRXSOHGVWURNHVDPRWLIWKDWKDVEHHQVSHFLᚏFDOO\OLQNHGZLWK
the pre-Magdalenian. Topographic unit D.VI is composed by two horses that are comparable 
with the horses in gallery A and at the beginning of Gallery B, which we associated to a pre-
Magdalenian phase. On the other hand, the engravings located in topographic unit D.VII can 
be linked to the ones in B.VIII due to the technique utilized but also because of the style of the 
ᚏJXUH)LQDOO\'KDVWZRᚏJXUDWLYHJUDSKLFXQLWVERWKELVRQWKDWDUHVW\OLVWLFDOO\OLQNHGWR
archaic depictions of this species present in Castillo both in portable and cave art and dated 
in the early phases of the pre-Magdalenian. 
Gallery C is also very heterogeneous from a chronological point of view, the panels 
in topographic unit C.I and C.II combine several phases both pre-Magdalenian and 
Magdalenian and even there are two or three cases in which the depictions seem to have 
been completed afterwards: the anthropomorph (PasC.II.1.1), a bovid (PasC.I.5.19) and 
DELVRQ 3DV&, WKH WLPHVSDQ WKDWSDVVHGEHWZHHQRQHDQG WKHRWKHUH[HFXWLRQ LV
unknown and almost impossible to specify. Regarding topographic unit 1 panels 1, 2, 3, 4, 6 
VHHPVW\OLVWLFDOO\KRPRJHQHRXVDQGWKHJUDSKLFXQLWVDUHDSSDUHQWO\DUFKDLFFRQVHTXHQWO\
we can classify them, in general, as pre-Magdalenian. Similarly, panels 8, 9, 10, 11 are each 




several phases during the pre-Magdalenian and the Magdalenian. Topographic unit C.II is 
DOVRYHU\FRPSOH[LWKDVVHYHUDOSKDVHVUHSUHVHQWHGE\ERWKᚏJXUDWLYHDQGQRQᚏJXUDWLYH
graphic units that can be ascribed to the pre-Magdalenian and that were subsequently 
engraved over during the lower Magdalenian, due to the presence of a very characteristic 
motif (hinds executed with a multiple outline). Topographic unit C.III was scarcely used 
GXULQJSUREDEO\DZLGHWLPHVSDQEXWGXHWRWKHODFNRIᚏJXUDWLYHXQLWV LWVFKDUDFWHUL]DWLRQ
is complex from a chronological standpoint. C.IV is similar to the previous one, with the 
H[FHSWLRQRIWKHKRUVHGHSLFWLRQEHFDXVHRIWKHODFNRIᚏJXUDWLYHXQLWVDQGLWVKHWHURJHQHLW\
LWLVLPSRVVLEOHWREHVSHFLᚏFWKHKRUVHRQWKHRWKHUKDQGLVVLPLODUWRRWKHUKRUVHVRQ/D
Pasiega, such as the one located in D.VI and can be related to the pre-Magdalenian. C.V is 
KRPRJHQHRXVIURPDWHFKQLFDODQGVSDWLDOSRLQWRIYLHZWKHERYLGKDVVRPHFKDUDFWHULVWLFV
that point to the lower Magdalenian though the ibex horns would be more typical of the upper/
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ᚏQDOSKDVH7RSRJUDSKLFXQLW&9,LVFRPSRVHGE\DGHSLFWLRQZLWKYHU\VLPLODUWUDLWVWRWKH
ones in gallery A and the start of gallery B, the technique and style are archaic and seem to 
be pre-Magdalenian. C.VII is heterogeneous though its depictions are not very diagnostic 
DQGGRQRWDOORZDFKURQRORJLFDODSSURDFKVLPLODUO\&9,,,LVFRPSRVHGE\DVLJQZLWKRXW
known parallels and thus we cannot specify a date for it. Topographic unit C.IX seems 
heterogeneous but the only depiction that can allow a stylistic approach is the horse located 
in panel 1, its details, the technique employed and the general shape, point towards the last 
SKDVHVRIWKH0DJGDOHQLDQWKHUHVWRIWKHHQVHPEOHLVLPSRVVLEOHWRGDWH)LQDOO\&;LV
also heterogeneous, the ibex ensemble was dated by C14 and the result obtained was the 
expected, middle-upper Magdalenian, taking into account its style. 
6XPPDU\
La Pasiega art ensemble is distributed throughout the entire cave in various types of spaces, 




with some exceptions. We are going to analyse the ensembles and the entrances one by 
one highlighting each of its characteristics to do, subsequently, an assessment of the whole 
ensemble. 
The location of the Palaeolithic entry, as we have previously pointed out, was unknown after 
WKHGLVFRYHU\7KHᚏUVW UHVHDUFKHUVGXH WR WKHSUHVHQFHRI VRPHPDWHULDOVRQ WKHᚐRRU
executed a small survey in the areas of the Palaeolithic entrances without much result. In 
the 1950’s the original entrances were reopened without archaeological monitoring losing 
the possibility of knowing their actual morphology since the holes were probably widened 
out. Finally, the entrances were closed down again due to preservation reasons, changing 
once again the morphology of the area and the possibility of researching about the light 
penetration and reach the area. Due to this reason, we can only speculate about the extent 
of the natural light inside the cave. In the entrance area of Gallery B, the range is easier to 
estimate since, after the turn of the main gallery, the light would not have been able to reach 
due to the morphology of the space. The light would then illuminate topographic unit 1 and 
some parts of topographic unit 2 since it would penetrate, theoretically speaking, through the 
conducts in front of the entrance reaching panels 1, 2 and 3. To progress through the rest 
RIWKHJDOOHU\%DQDUWLᚏFLDOOLJKWVRXUFHZRXOGEHQHFHVVDU\KRZHYHULWZRXOGSUREDEO\EH
possible to go back to the entrance from the entire topographic unit, due to the clarity the 
light would provide. 
On the other hand, the entrance to Gallery C is much harder to extrapolate due to the open 
FRQGLWLRQVRIWKHVSDFH7KHOLJKWZRXOGLOOXPLQDWHWKHᚏUVWSDUWRIWRSRJUDSKLFXQLWSDQHOV
WRWKHᚏUVWWKUHHGHSHQGLQJRQWKHKRXUVRIWKHGD\ZRXOGHYHQEHOLWGLUHFWO\7KHOLJKW
would also indirectly illuminate the panels in topographic unit 2, though it is probable that, to 
VHHWKHGHSLFWLRQVDQDUWLᚏFLDOOLJKWVRXUFHZRXOGKDYHEHHQQHFHVVDU\6RPHOLJKWZRXOG
have reached panels 8, 9 and 11 but probably not enough to illuminate the depictions. Finally, 
DQLQVXᚑFLHQWOLJKWZRXOGKDYHUHDFKHGSDQHOVLQFHLWLVRSSRVLQJWKHOLJKWVRXUFH7KH
hours when more light would have penetrated would have probably generated a lit area in the 
whole main gallery due to the height of the ceiling, making possible the transit throughout the 
main path both to walk in and to go out but without seeing panels after the eighth.  
7KHFODVVLᚏFDWLRQRI WKHGLᚎHUHQWDUHDVRI WKHFDYHLVDUELWUDU\DQGZHKDYHPDLQWDLQHGLW
to facilitate the comprehension because of the high density of graphic units. Geologically 
VSHDNLQJ*DOOHULHV%DQG&DUHRULHQWDWHGGLᚎHUHQWO\DQGVHSDUDWHGE\WKHRWKHUWZRE\WKH




considered the same. Galleries B, A, and D are directly connected and probably were utilized 
as an ensemble, on the other hand, Gallery C seems to be separated from the other two due 
WRDPRUHLQWULFDWHFRQQHFWLRQEHWZHHQWKHDUHDVDQGFRXOGKDYHEHHQXVHGDVDGLᚎHUHQW
and independent ensemble. 
Gallery B art is located in the main path and secondary areas constituted by various geological 
spaces such as small chambers, corridors, niches, chimneys...Topographic unit one is 
located immediately after the entrance, the main itinerary to reach the end of gallery B and 
WKHELIXUFDWLRQWRJDOOHULHV$DQG'LVPORQJLWFDQEHWUDYHUVHGZDONLQJLQDQXSULJKW
position, the progression can be characterized as easy and short. The panels are placed on 
the wall at various heights and on limestone pendants. The access to topographic units in 
secondary areas is through the main path and it is quite comfortable, transiting upright except 
topographic units 6, 7 and 8, where climbing is mandatory to access (Fig. 11.119).  
Gallery A is a reduced space that progressively gets lower in the central area, requiring 
WR DFTXLUH D FURXFKLQJ SRVLWLRQ WR WUDQVLW XQWLO WKH HQG WR DFFHVV WRSRJUDSKLF XQLW  LW LV
QHFHVVDU\WRFUDZOIRUDPHWHUDSSUR[LPDWHO\WKHODVWDUHDRIWKHJDOOHU\LVOHVVFRQVWULFWHG
DOORZLQJ WRVWDQGXSDJDLQ7KH LWLQHUDU\ WR UHDFK WKHᚏUVW WRSRJUDSKLFXQLWRI WKLVDUHD LV
around 56,4 m from the Gallery B entrance (Fig. 11.120). 
*DOOHU\' LVD ORQJJDOOHU\ZLWKDGMDFHQWFRQGXFWVJDOOHULHVDQGFKDPEHUV7RSRJUDSKLF
XQLWVDQGDUH WKHRQO\RQHV ORFDWHG LQ WKHPDLQJDOOHU\ WKH UHVWDUHERWK LQVPDOORU
ELJQHLJKERXULQJDUHDVZLWKGLᚎHUHQWFKDUDFWHULVWLFV WKHGHFRUDWLRQ LVVSDUVHU WKDQ LQ WKH
two previous areas, the panels positioned in secondary zones on the walls, the ceiling, 
Figure 11.119. Gallery B. Itinerary PRGLᚏHGIURP%$/%1%(+50$11	*21=/(=6$,1=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limestone pendants, ... The transit through 
the main gallery can be done walking upright 
except the part between topographic units 2 
and the chamber below topographic unit 6 
of crawling, where walking upright is again 
possible. Thus, it can be characterized as 
easy. Some of the topographic units (3, 6 
and 7) require climbing but without much 
GLᚑFXOW\ WKH UHVW    DQG FDQEH
accessed walking upright possibly leaning 
forward in some areas (Fig. 11.121). 
Gallery C is composed by a wide gallery that 
EUDQFKHVRILQWRGLᚎHUHQWW\SHVRIJHRORJLFDO
spaces. The decoration is distributed both in 
the main path and in big and small secondary 
VSDFHV 0RVW RI WKH ᚏJXUHV DUH SRVLWLRQHG
LQWKHᚏUVW WZRWRSRJUDSKLFXQLWV LQWKHUHVW
of the units the decoration is more sparse 
DQGFRPSRVHGRIDVLQJOHᚏJXUDWLYHJUDSKLF
XQLW DQG YDULRXV QRQᚏJXUDWLYH HQVHPEOHV
consisting of simple signs, pigment 
concentrations and/or lines. The decoration 
is distributed in panels in the walls, ceiling 
and limestone pendants. The access can 
EH FKDUDFWHUL]HG DV HDV\ WKH SDQHOV VWDUW
immediately after the entrance, topographic 
units 1, 2, 3, 5, 6 and partially 10 can be 
WUDQVLWHGZDONLQJXSULJKWZLWKRXWDQ\GLᚑFXOW\PHDQZKLOHWRSRJUDSKLFXQLWVDQG
require climbing a short height in order to reach the space where the panels are positioned, 
after the access the units can be transited walking upright (Fig. 11.122).   
La Pasiega preferred rock type is limestone in most cases (87,7 %, n=423) followed by 
Figure 11.120. Gallery A. Itinerary PRGLᚏHGIURP%$/%1
BEHRMANN & GONZÁLEZ-SAINZ, 1993)




only in nine cases in total (2,1%). Most frequent rock colours are yellow (53,2%) and grey 
WKHUHVWDUHYDULHGEURZQDQGRUDQJHZLWKWKHVDPHDPRXQWDQGODVWO\ZKLWHLQ
4% of the cases. The depictions are positioned in general in a vertical rock surface (77,5%), 
subvertical and horizontal were less utilized with 12,8% and 9,7% respectively. Rock shape 
LVYHU\YDULHGWKRXJKPRVWJUDSKLFXQLWVDUHSRVLWLRQHGLQFRQFDYHDQGᚐDW
DUHDV 7KHVH DUH IROORZHG E\ VLQXRXV  FRQYH[  DQG ᚏQDOO\ SRO\PRUSK
(8,7%). The texture of the rock is predominantly smooth (89,8%), coarse was only used in 
10,2% cases. Crevices appear in most of the graphic units analysed (72,6%), followed by 
QRUHPDUNDEOHIHDWXUHVWKHDSSHDUDQFHRIᚏVVXUHVIRVVLOVDQGRWKHU
features (0,7%) are almost negligible (Fig. 11.123). 
7KHYHUWLFDOGLVWDQFHIURPWKHJUDSKLFXQLWVWRWKHᚐRRULVYHU\YDULDEOHLQ/D3DVLHJDWKH
distances range between only 5 cm to 400 cm. There were 29 cases in which the height to 
WKHᚐRRUZDVLPSRVVLEOHWRPHDVXUHQRQHWKHOHVVZHZHUHVWLOODEOHWRHVWDEOLVKDSRVLWLRQ
WKHDUWLVWZRXOGKDYHDFTXLUHGGXHWRWKHVSDWLDOFKDUDFWHUV7DNLQJLQWRDFFRXQWWKHGLᚎHUHQW
works that took place in the cave, the most frequent position is upright with 42,1 % of the cases 
(178 graphic units) which heights range between 110 cm and 400 cm. The next category us 
sitting, crouched or kneeled with 141 cases (33,3%) with heights ranging between 5 cm and 
FPIROORZHGE\OHDQLQJIRUZDUGQ EHWZHHQDQGFPDQGO\LQJGRZQ
with 5,7 % with heights ranging between 34 cm and 63 cm. The least frequent position is 
elevated which only appears in 12 cases (2,8%) with heights ranging between 155 and 350 
cm. 
5HJDUGLQJ WKH WKHPHV LQ WKH ZKROH HQVHPEOH WKH ᚏJXUDWLYH HQVHPEOH LV SUHGRPLQDQW
WKRXJKQRW E\PXFK  ᚏJXUDWLYHXQLWV DJDLQVW QRQᚏJXUDWLYHRQHV DJDLQVW
44,4%. The most frequent theme are the signs with 103 graphic units and 24,3%, amongst 
Figure 11.122. Gallery C. Itinerary PRGLᚏHGIURP%$/%1%(+50$11	*21=/(=6$,1=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them the most frequent are the tectiforms, quadrilateral and oval signs though there are 
also other categories such as triangles, angular shapes, dot and dot ensembles. The most 
FRPPRQᚏJXUDWLYHWKHPHLVWKHFHUYLGDHHQVHPEOHZLWKJUDSKLFXQLWVDQGLQVLGH
it the most represented is the hind with 51 graphic units followed by the deer (n=20) the 
rest are indeterminable cervidae, a reindeer and a megaceros. The subsequent category is 
the equidae, composed by 62 horse depictions, 14,7% of the total ensemble. The lines and 
OLQHHQVHPEOHVDUHWKHQH[WQRQᚏJXUDWLYHFDWHJRU\WKHUHDUHJUDSKLFXQLWVWKDW
are mostly lines and lines ensembles but also some angular shapes. The indeterminable 
quadrupeds are also quite frequent with 38 graphic units (9%). The bovinae ensemble is the 
next in appearance with 31 graphic units (7,3%), mostly indeterminable but also aurochs 
and bison in the same proportion. The colorant concentrations are also recurrent with 30 
graphic units (7,1%). The caprinae (24 graphic units, 5,6%) are mostly ibex (n=22, 5,2%) but 
there is also a chamois depiction. The indeterminable ensemble follows in number with three 
GHSLFWLRQVIROORZHGᚏQDOO\E\WKHFDWHJRULHVRIDQWKURSRPRUSKELUGV
DQGᚏVK(Fig. 11.124). 
Technique is very varied in such a big ensemble, drawing is the most used technique with 
314 graphic units executed with red (58,4%), black (5,9%), yellow (5,2%), brown (2,6%) and 
violet (1,2%) pigments and were applied by colorant pencil (45,9%), digital (12,8%), unknown 
RWKHUDQGSRFKRLUWKHPHDQVYDU\EHWZHHQVLPSOHRXWOLQHSDLQWHG7KH
engraved ensemble constitutes to 25,5% with 108 graphic units, executed by incision with, 
mostly, a simple outline  (16,1%), multiple outline (9,2%) and other (0,2%). In four depictions 
(0,8) there is a combination of engraved black and red, drawn, outline (Fig. 11.125). 
Figure 11.123. Rock type
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Representation format is indeterminable for 
WKHQRQᚏJXUDWLYHHQVHPEOHQ 
UHJDUGLQJ WKHᚏJXUDWLYHHQVHPEOH WKHPRVW
frequent is the total representation of the 
graphic unit with 21,7% of the cases, followed 
by the upper part with 15,4%, the head/
protomos (9,5%), the front part (3,8%), the 
UHDUSDUWKHDGOHVVDQGᚏQDOO\
loose parts (0,7%) and lower part (0,5%). 
Regarding size most of the depictions are 
medium sized (n=208, 49,2%) very closely 
IROORZHGE\VPDOOQ WKHUHDUH
14 big depictions (3,3%) and four very big 
ones (0,9%) (Fig. 11.126). 
/HYHOOLQJ LV PRVWO\ | ZLWK  RI WKH
graphic units, indeterminable for the non-
ᚏJXUDWLYH HQVHPEOH  IROORZHG E\ |
ZLWK|ZLWK|DQG|ZLWK
DQGᚏQDOO\|ZLWK2ULHQWDWLRQLV
also indeterminable in 47% of the ensemble, 
IROORZHGE\WKHᚏJXUHVIDFLQJULJKWZLWK
graphic units and 26% closely followed by left 
with 22% (n=93), 2,8 % are facing towards 
the interior and 1,9 the exterior, one depiction 
is retrospicient (0,2%). 
Interaction between the graphic units and 
the rock surface is not very frequent in La 
Pasiega, most of the graphic units were 
not framed (96,5%) nor they have been 
incorporated with the rock (97,6%), at least 
evidently. There are only 11 cases of partial 
frame (2,6%) and four of total frame (0,9%). 
2Q WKH RWKHU KDQG ᚏYH GHSLFWLRQV ZHUH
integrated with the rock surface (1,2%) and 
LQRWKHUᚏYHVRPHSDUWZDVVXEVWLWXWHGE\WKH
rock (1,2%) (Fig. 11.127). 
5HJDUGLQJWKHGLᚎHUHQWSRVLWLRQVDFTXLUHGLQ
order to execute and visualize the panels we 
ᚏQGD YDULHW\ 7KHPRVW IUHTXHQW H[HFXWLRQ
position is upright (42,1%) followed by sitting/
crouching/kneeling (33.3%) and leaning 
 WKH OHDVW IUHTXHQW DUH O\LQJ GRZQ
(5,7%) and elevated (2,8%). Visualization 
position has a similar distribution: upright 
(61,2 %) followed by sitting/crouching/
NQHHOLQJ  DQG ᚏQDOO\ OHDQLQJ
 DQG O\LQJ GRZQ  7KH ᚏJXUHV
executed using some kind of elevation can 
be observed by standing up and most of 
WKH ᚏJXUHV H[HFXWHG OHDQLQJ IRUZDUG FDQ
Figure 11.124. Gallery D. Itinerary
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also be watched in an upright position. The 
ensemble of depictions executed acquiring a 
sitting/crouching/kneeling position are mostly 
seen in the same position, though some of 
them are also possible to see either leaning 
or standing. The ones traced in an upright 
position are better seen in the same position 
ZLWKVL[H[FHSWLRQVZKLFKPRVWO\FDQEHVHHQ
leaning forward and two sitting, crouching 
or kneeling. All graphic units executed lying 
down have to be seen in the same position 
(Fig. 11.128). 
The diversity of spaces and the high number 
of panels (110 in total) in the cave warranties an assortment of maximum visualization areas 
DQGSRLQWVRIRSWLPDOYLVXDOL]DWLRQ09$UDQJHVEHWZHHQVTXDUHPHWHUVDWPRVWZKLFK
could hold up to forty people standing and only 0,5 square meters that would only allow 
RQHRUWZRSHRSOHDWWKHVDPHWLPHWKHPD[LPXPSRLQWRIRSWLPDOYLVXDOL]DWLRQLVVTXDUH
meters and can accommodate up to ten people standing with an optimal view of the graphic 
units of the panel.
There are 31 topographic units in La Pasiega, most of them are located in galleries, followed 
by narrow galleries and chambers, two are positioned in niches and one in a cat hole. Most 
RIWKHWRSRJUDSKLFXQLWVFDQEHFODVVLᚏHGDVRSHQVSDFHVHOHYHQDUHUHVWULFWHG
Figure 11.125. Technique
Figure 11.126. Representation format
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Figure 11.127. Rock frame and incorporation
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/RFDOL]DFLyQJHRJUi¿FD
La cueva de Las Monedas se localiza en la cara sur del Monte Castillo, situado en el macizo 
del Dobra, en el municipio de Puente Viesgo, provincia de Cantabria. Al carecer de nombre 
popular, debido a que se trataba de una cavidad de nuevo descubrimiento, se la denominó 
inicialmente cueva de los Osos, por la abundancia de restos faunísticos de esta especie. Sin 
embargo, pocos días después del descubrimiento, durante la exploración de la cueva, uno 
GHORVREUHURVDOEDMDUSRUODVLPDGHODFDYLGDGHQFRQWUµXQFRQMXQWRGHPRQHGDVGH«SRFD
de los Reyes Católicos (1503 ó 1563). Además, se encontraron las huellas del explorador 
por prácticamente toda la cavidad, por lo que se renombró la cueva de Las Monedas. 
Su boca se orienta en dirección S, sus coordenadas UTM son, según el Datum 89, Huso 30 
X=421.468 Y=4.793.654 y su altura sobre el nivel del mar es de 187m. El acceso actual a la 
cavidad se puede hacer subiendo por el Monte Castillo, por la carretera asfaltada SP-6022 
RVLJXLHQGRDSLHHOUHFRUULGRGHODVHQGD356DPERVWLHQHQFRPRRULJHQHOQ¼FOHRGH
3XHQWH9LHVJR\FRPRGHVWLQRODH[SODQDGDVLWXDGDMXQWRDODJUDQERFDGHODFXHYDGH(O
Castillo. Desde ese punto sale un camino que rodea la falda de la montaña y que termina 
en la cueva de Las Monedas, la entrada a la cueva se localiza a unos 300 m del inicio del 
camino mencionado (Fig.12.1). 
Actualmente se entra a la cueva de Las Monedas por la entrada del descubrimiento, aunque 
algunos autores opinan, por la presencia de concrecciones estalagmíticas, que no puede 
tratarse de la entrada paleolítica. El hecho de que no se haya localizado yacimiento refuerza, 
para algunos, la teoría de que la entrada prehistórica se localizaría en otro punto de la 
cavidad (Fig.12.2).
'HVFULSFLyQGHODFDYLGDG\JHRORJtD
Se accede a la cueva de Las Monedas a través de un paso en la ladera S del Monte 
Castillo de en torno a 4,5 m de ancho y unos 10 m de profundidad que, dado que tiene 
reconstrucciones litogenéticas, probablemente no se tratase de la entrada original, que 
DFWXDOPHQWHHVWDU¯DFHJDGD6H WUDWDGHORULᚏFLRSRUHOTXHVHSURGXMRHOGHVFXEULPLHQWR
que se amplió con posterioridad para facilitar las visitas turísticas. Esta entrada da acceso 
Fig. 12.1. Mapa de la localización de Las Monedas Fig. 12.2. Entrada actual a la cueva de Las Monedas
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a una sala denominada Vestíbulo con una longitud de unos 17 m por 18 m de ancho y 
que presenta una ligera pendiente descendente que hoy en día se salva a través de unos 
escalones (Fig.12.4). La sala se caracteriza por tener un techo plano y un piso arcilloso 
FRPSDFWRDOLVDGR/DFRQWLQXDFLµQGHODFXHYDTXHVHGHVDUUROODHQHOHMH16VHKDFHD
través de un paso entre grandes reconstrucciones litoquímicas en la zona NO de la cavidad, 
ampliado durante las obras para facilitar el paso (Fig.12.6). 
La primera sala, de unos 10,5 m por 5 m, tiene una gran cantidad de formaciones calcíticas 
de distintos tipos, desde columnas en el lado E y N a cascadas de gran tamaño en el extremo 
S, el techo es de gran altura y plano (Fig.12.3). Desde el extremo O esta sala se puede 
acceder a la Galería de las Pinturas, colgada sobre la primera sala a unos 3 m de altura, 
hoy en día a través de unas escaleras que salvan la pendiente. Esta galería, de en torno a 
20 m de longitud por 3 m de ancho en su parte más ancha, presenta una orientación similar 
a la de la cueva, N-S. Se trata de una galería cuyo techo está formado por una plataforma 
HVWDODJP¯WLFDDXQRVPGHDOWXUD(QHOH[WUHPR6(MXQWRDODFFHVRVHDEUHQGRVJDWHUDV
que interconectan con la cascada estalagmítica en el extremo S de la primera sala. En la 
zona central de la Galería de las Pinturas encontramos, separándola en dos mitades, una 
gran losa de caliza en la que se apoya en parte el techo. A ambos lados de esta losa se 
localizan las paredes decoradas, la O es continua mientras que la E presenta diferentes 
huecos que dan a la primera sala. Esta primera parte que hemos descrito tiene apenas 6 m 
de longitud por 1-1,5 m de ancho a cada lado de la losa. A partir de este punto la galería se 
hace un poco más ancha y el techo se eleva, desapareciendo el piso estalagmítico al que 
VHSXHGHDFFHGHUGHVGHHVWHSXQWRVLQPXFKDGLᚏFXOWDG/DJDOHU¯DFRQWLQ¼DGXUDQWHXQRV
10 m en dirección N con mayor anchura (en torno a 2,5-3 m). A esta zona dan entrada los 
otros dos posibles accesos, dos pendientes ascendentes, que parten de la segunda sala y 
que hoy en día están bloqueados.
Volviendo a la primera sala, la conexión entre ésta y la segunda sala se hace a través 
de un estrechamiento de aproximadamente 8 m de longitud producido por una torca en 
el lado O y por la presencia de reconstrucciones litoquímicas. La segunda sala tiene unas 
características similares a las de la anterior: techo alto y plano y abundantes formaciones 
calcíticas, con una orientación N-S. En el lado O aparecen las rampas de acceso a una 
Galería que interconecta con el vestíbulo y que contenía abundantes restos de oso. 
Fig. 12.3. Primera sala de la cueva de Las Monedas. Las 
escaleras dan acceso a la sala
Fig. 12.4. Vestíbulo de Las Monedas y vista del accesso a 
la segunda sala
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Fig. 12.5. Topografía de Las Monedas (RIPOLL, 1972)
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De nuevo, un pasillo estrecho da acceso a la denominada tercera sala que también presenta 
abundantes reconstrucciones litoquímicas. En el centro de la sala se encuentra una sima 
al fondo de la cual se encontraron las monedas que dan nombre a la cavidad. En la parte 
occidental de esta sala se localiza el acceso a las llamadas Salas Superiores que están 
sobre-elevadas entre 3 y 5 m con respecto al piso principal.
La cavidad continúa en dirección N con una cuarta sala a la que se accede por un estrecho 
paso en el extremo O de la sala 3. La sala cuatro es alargada y constituye el origen de tres 
galerías que parten en diferentes direcciones: la galería A, en dirección SO y de unos 19 m 
GHORQJLWXGSRUPGHDQFKROD*DOHU¯D%TXHSDUWHGHO12\JLUDᚏQDOPHQWHHQGLUHFFLµQ
N unos 20 m después de su inicio y continua al menos otros 25 m y da acceso a galerías sin 
WRSRJUDI¯DU\ᚏQDOPHQWHOD*DOHU¯D&TXHQDFHHQHOH[WUHPR1(\FRQWLQ¼DHQGLUHFFLµQ
E durante unos 35 m, presenta una topografía complicada por la presencia de bloques 
\JUDQGHV UHFRQVWUXFFLRQHV OLWRTX¯PLFDV\TXHGDDFFHVRHQVXH[WUHPRP£VDOHMDGRD
galerías sin topografíar. 
+LVWRULRJUDItD\REUDVGHDGDSWDFLyQ
$LQLFLRVGHODG«FDGDGHKDE¯DQGDGRFRPLHQ]RODVREUDVGHPHMRUDHQ0RQWH&DVWLOOR
para favorecer las visitas turísticas. El Patronato de Cuevas Prehistóricas de la Provincia 
de Santander había encargado estas obras al ingeniero Alfredo García Lorenzo, que por 
RUGHQ GHO 3DWURQDWR KDE¯D LQLFLDGR XQ HVWXGLR WRSRJU£ᚏFR GHO 0RQWH &DVWLOOR SDUD XQLU
mediante un camino, las cuevas de El Castillo y La Pasiega. J. Carballo había manifestado 
la más que probable existencia de otras cavidades todavía ocultas en el monte. Los inicios 
GHODVREUDVGHOFDPLQRFRQᚏUPDURQHVWDVRVSHFKDDOGHVFXEULUVHODFXHYDGH/D)OHFKD
durante el desmonte de un farallón calizo y poco después la cueva de El Lago, en un nivel 
superior a la de El Castillo. Estos descubrimientos dieron lugar a una intensa búsqueda de 
nuevas cavidades que se materializaba excavando en las áreas en las que García Lorenzo 
y Carballo consideraban probable la existencia de cavidades kársticas (ANÓNIMO, 1953). 
A pesar de estas actividades, que de momento resultaban infructuosas, el descubrimiento 
de la cueva de Las Monedas fue de carácter fortuito. Isidoro Blanco, guarda forestal, 
había encontrado una cueva en el monte cuando, siendo niño, le sorprendió una tormenta 
PLHQWUDVFXLGDEDXQUHED³RGHRYHMDVHQORVD³RV$³RVGHVSX«VKDE¯DROYLGDGRGRQGH
se encontraba y, a pesar de haber intentado localizarla, la abundante maleza en el monte no 
facilitó la labor. A principios de abril de 1952, Blanco practicaba una roza en el monte para 
SODQWDUHXFDOLSWRV\HOGHVEURFHGHOD]RQDGHMµDOGHVFXELHUWRODHQWUDGDDOYHVW¯EXORGHOD
FXHYD7UDVKDEHUODYLVLWDGRMXQWRD)HOLSH3XHQWHJX¯DGHODFXHYDGH(O&DVWLOORQRWLᚏFDURQ
el hallazgo a García Lorenzo, que visitó la cueva el día 8 de abril. Este inmediatamente dio 
orden de acondicionar y cerrar la entrada para evitar las visitas furtivas (ANÓNIMO
RIPOLL, 1972).
*DUF¯D/RUHQ]RQRWLᚏFµDO3DWURQDWRHOGHVFXEULPLHQWRHOGHDEULOGH\GLIXQGLµOD
noticia en la prensa local (Diario Montañes y Alerta) y nacional (ABC y Diario Arriba Madrid). 
El impacto del descubrimiento lleva al Patronato a ampliar el proyecto del sendero que se 
estaba construyendo entre El Castillo y La Pasiega para que llegase hasta la entrada de 
ODFXHYD«VWHHVWDEDWHUPLQDGRHOGHQRYLHPEUHGHGARCÍA-DIEZ, GARRIDO, 
& CEBALLOS, 2010). Entre abril de 1952 y noviembre de 1953 no solo se construyó el 
camino, sino que también se llevó a cabo la habilitación y adaptación del interior, que tuvo 
un importantísimo impacto en la morfología del espacio cavernario y, dado que se hizo en 
un plazo tan corto a posteriori del descubrimiento, apenas queda documentación de cómo 
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era la morfología original de la cavidad. Las obras incluían la ampliación de la entrada del 
descubrimiento, la regularización y alisado de los suelos –que en algunas zonas requirieron 
UHEDMHVದODDPSOLDFLµQGHDOJXQRVSDVRVODLQVWDODFLµQGHHVFDOHUDVHQGLYHUVDV]RQDVGH
ODFDYLGDGLQFOX\HQGRXQDTXHGDEDDFFHVRDOD*DOHU¯DGHODV3LQWXUDV\ᚏQDOPHQWHOD
instalación de luz eléctrica por todo el recorrido turístico. Estas obras implicaron la destrucción 
de los suelos originales de la cavidad perdiendo evidencias arqueológicas, aunque en un 
WUDEDMR$QµQLPRVHVH³DODTXHQRVHKDE¯DQORFDOL]DGRP£VTXHRVHUDV\DOJXQRV
hogares (Fig.12.6).
Durante los dos primeros años tras el descubrimiento de la cavidad se publicaron breves 
artículos en las secciones de noticias o de varia de publicaciones nacionales (CARBALLO, 
DEGONZÁLEZ-ECHEGARAYDERIPOLL, 1952a) e internacionales 




por el Patronato (ANÓNIMO, 1953) en el que se pormenorizan los descubrimientos que se 
producen en los años 1950 a 1953 y las actuaciones llevadas a cabo para habilitar el Monte 
Castillo y sus cavidades para la visita turística. El capítulo dedicado a las representaciones 
es breve y de un carácter casi divulgativo, pero las láminas y fotografías proporcionan 
LQWHUHVDQWHVGRFXPHQWRVJU£ᚏFRV/DV LQIRUPDFLRQHVVREUH ODVREUDVGHKDELOLWDFLµQVRQ
SU£FWLFDPHQWHHO¼QLFR WHVWLPRQLRHVFULWRTXHQRVTXHGDGHHOODV MXQWRFRQ ODVDFWDVGHO
Patronato, cuyo contenido ha sido publicado por García Diez et al. (2010). 





mismo año del descubrimiento. En esta obra se incluyen capítulos dedicados a la descripción 
de la cavidad, las representaciones parietales, los resultados de los sondeos arqueológicos, 
el análisis de las representaciones desde el punto de vista de la temática, las técnicas, el 
HVWLOR\ODFURQRORJ¯DGHOFRQMXQWRRIPOLL, 1972).
Hasta la fecha éste volumen es el único estudio en profundidad que se ha publicado de la 
cueva de Las Monedas. En 1988, Cabrera y Muzquiz tras una visita a la cueva, consideraron 
SHUWLQHQWH OOHYDU D FDER XQD UHYLVLµQ FRQ HO REMHWLYR GH ORFDOL]DU UHSUHVHQWDFLRQHV
desconocidas y reestudiar las localizadas en la Galería de las Pinturas. Desarrollaron durante 
las campañas de 1989 y 1990 una prospección que se centró en un panel de grabados en el 
Vestíbulo. De éste proyecto solo se ha publicado un nuevo panel con un carácter preliminar 
(CABRERA & MUZQUIZ, 2000).
La cueva de Las Monedas formó parte del proyecto de dataciones llevado a cabo por 
Bernaldo de Quirós, Cabrera y Valladas. Se dataron dos motivos, el caballo 20 y la cabra 
14 (según RIPOLLGH ORVTXHVHREWXYLHURQ WUHV IHFKDV$GHP£V MXQWRFRQRWURV
yacimientos, en Las Monedas se hizo un estudio sobre conservación y biodeterioro en el 
que se analizó la presencia de microorganismos en las cavidades. En la Galería de las 
Pinturas se detectaron actinomicetos, imposibles de eliminar sin arriesgar la integridad de 
las representaciones (ARROYO, SARRÓ, & MONTERO, 2011).
/DFDYLGDGDSDUHFHPHQFLRQDGD\HVWXGLDGDHQUHODFLµQDRWURVFRQMXQWRVHQQXPHURVDV
obras (CASADO  SS ದ GARCÍA-DIEZ & SANCHEZ-EGUREN 
GONZÁLEZ-MORALES & MOURELEROI-GOURHANSSದLLANOS-
ORTÍZ, 1977), ha sido incluida en algunas tesis doctorales (sin ánimo de ser exhaustivos: 
GONZÁLEZ-GARCÍA  ROBERT  RUIZ-REDONDO, 2014) y en numerosas 
obras de divulgación y catálogos de arte prehistórico (Fig.12.7).
)LJ7RSRJUDI¯DFRQODVPRGLᚏFDFLRQHVHVSDFLDOHVPRGLᚏFDGRGHRIPOLL, 1972)
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<DFLPLHQWRDUTXHROyJLFR
La primera referencia que encontramos en la bibliografía sobre restos arqueológicos es la 
localización de “una punta de lanza en sílex, tal vez Auriñaciense” (ANÓNIMO, 1953, p. 
14), entre los restos de un oso de las cavernas en las inmediaciones de la Segunda Sala. 
Además, se menciona que se llevaron a cabo numerosos sondeos en los que aparecieron 
FXDUFLWDV\RᚏWDVWDOODGDVTXHHODXWRUDGVFULEHDO0XVWHULHQVH\DOJXQDVSLH]DVHQV¯OH[
quizás Auriñacienses. La localización de éstos sondeos es desconocida, aunque se alude 
DಯSRUWRGDODVXSHUᚏFLHGHODFDYLGDGರANÓNIMO, 1953, p. 14). En las obras de desmonte 
de la entrada del descubrimiento se encontraron un punzón de bronce y uno de hierro, 
restos de cerámica y un “pondus” romano, se profundizo hasta alcanzar la roca madre sin 
obtenerse más restos arqueológicos en la zona. Ripoll (1972, p. 24 nota 18) considera que 
estas menciones a restos arqueológicos están “llenas de fantasía” puesto que no consiguió 
ver los materiales, quizá porque nunca fueron depositados en el Museo.
En el Vestíbulo se esperaba que apareciese 
un yacimiento arqueológico. Poco después 
del descubrimiento se eligieron dos puntos 
HQORVTXHVHSUDFWLFDURQGRVWULQFKHUDVEDMR
la dirección de Ripoll y González Echegaray 
(RIPOLL, 1972). Éstas formaban un ángulo 
recto y eran de un metro de ancho por 
cuatro metros de longitud por cada lado. Los 
resultados obtenidos fueron bastante pobres: 
HOQLYHOVXSHUᚏFLDOGHDUFLOODQHJUX]FD\GLH]
centímetros de espesor contenía huesos en 
mal estado de conservación, fragmentos 
de cerámica tosca y dos leznas de bronce, 
una entera y otra partida que se atribuyeron 
al Bronce I. En el siguiente nivel, de entre 
cuarenta y cincuenta centímetros de espesor 
\ GH DUFLOOD URML]D DSDUHFLHURQ HVFDVRV
fragmentos de hueso. Finalmente, aparece 
una sucesión de niveles estalagmíticos 
alternados con arcillas completamente 
estériles y a los dos metros de profundidad 
se alcanzó la roca madre. En el mismo 
vestíbulo se localizaron, durante las obras 
de acondicionamiento, una lezna de bronce 
y tres hachas pulimentadas. 
El otro sondeo se llevó a cabo en la “galería semiobstruida al NE de la sala vestibular y a la 
que se accede por la segunda sala” (RIPOLL, 1972, p. 22), se localizaron dos niveles en los 
que se encontraron huesos de varias especies mezclados (Fig.12.8). 
(QVXSHUᚏFLH$QµQLPRS\UHFRJHODSUHVHQFLDGHಯIRUPDVರGHRᚏWD\FXDUFLWD
restos de hogares por toda la caverna y hasta en lugares apartados como las Salas Superiores 
y las Galerías A, B y C, además de múltiples oseras. Ripoll (1972, p. 22) menciona huellas 
de roces de paso, probablemente de animales dada la alta presencia de oseras y huesos 
GHRVRWDPEL«QDSDUHFHQHQDOJXQDVVXSHUᚏFLHV]DUSD]RVGHODPLVPDHVSHFLH$SDUWHGH
las monedas de época de los Reyes Católicos no recoge ninguna evidencia arqueológica en 
VXSHUᚏFLHHQODFDYLGDG









was mentioned in publications. 
During this preliminary work, we discarded the possibility of an intensive prospection of the 
whole cave due to its considerable size and decided to limit the intensive prospection to 
the Galería de las Pinturas. We also analysed the panel Cabrera et al. (2000) preliminarily 
published but we cannot determine if they are engravings or natural marks due to the 
conservation of the cave wall. There is also numerous known black tracks or marks inside 
the cave that we opted not to include in this study because of its unknown chronology. Las 
Monedas cave was open probably during all the Holocene making possible its exploration 
during a wide chronology. 
'HVFULSWLRQRIWKHURFNDUWHQVHPEOH(Fig.12.9)
    6.1 TOPOGRAPHIC UNIT 1
Las Monedas cave art is located in the so-called “Galería de las Pinturas”. As we already said 
)LJ7RSRJUDSKLFXQLWORFDWLRQDQGSRVLWLRQRIWKHSDQHOVPRGLᚏHGIURPRIPOLL, 1972)
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in the description of the cave, this gallery is situated on an upper level with three possible 
accesses, one in the “Primera Sala” and the other two in the “Segunda Sala”. Nowadays it 
is possible to access also from a set of stairs coming from the “Tercera Sala”, probably this 
access was also possible but would entail a more arduous itinerary. 
Nowadays all the Palaeolithic cave art known in Las Monedas is located in this small gallery 
concentrated in several panels, which we will describe in the following pages. 
The fact that we do not know where the original entrance to the cave is located does not 
allow us to be precise about the access to the Topographic Unit 1. However, since it was 
probably located in the eastern part of the “Vestíbulo” not far from the entrance, nowadays 
ZHDUHJRLQJWRGHVFULEHWKHGLᚎHUHQWSRVVLEOHDFFHVVHVIURPWKHFXUUHQWRQH
The access to this gallery is through, nowadays, the cave entrance through the “Vestíbulo” 
crossing the narrow space between neoformations that allow accessing the “Primera Sala”. 
)URP WKHUHZH FDQ ᚏQG WKH ᚏUVWZD\ LQWR WKH ಯ*DOHU¯D GH ODV3LQWXUDVರ LQ WKHZHVW VLGH
QRZDGD\VWKURXJKDᚐLJKWRIVWDLUVEHIRUHJRLQJXSDJHQWOHVORSH7KHLWLQHUDU\WRJHWWRWKH
gallery from the entrance is about 35m long. The second and third accesses are through the 
ಯ6HJXQGD6DODರRQLWVZHVWHUQVLGHZHFDQᚏQGWZRVORSHVZLWKDKLJKHUJUDGLHQWWKDQWKH
RQHIURPWKHᚏUVWDFFHVVWKDWOHDGLQWRWKHQRUWKHUQVLGHRIWKHJDOOHU\7KHLWLQHUDU\WRJHWWR
the gallery from these accesses is about 50m long. 
,QWKHWKUHHFDVHVWKHLWLQHUDU\FDQEHWUDQVLWHGZDONLQJLQDQXSULJKWSRVLWLRQSRVVLEO\WKH
entrance part the access to the cave had to be made crouching or crawling but we do not 
NQRZVLQFH WKHHQWUDQFHZDVPRGLᚏHGGXULQJ WKHQLQHWHHQᚏIWLHV7KHSURJUHVVLRQ WR WKH
WRSRJUDSKLFXQLWLVYHU\HDV\DQGVKRUW7KHOLJKWLQJLQWKHJDOOHU\KDVWREHDUWLᚏFLDOLQDOO
cases since it has no connection to the entrance.
7KHಯ*DOHULDGHODV3LQWXUDVರLVDSSUR[LPDWHO\PDERYHWKHಯ3ULPHUD6DODರLWLVDFODVVLF
gallery, a nearly horizontal passage of 20m long by 3m in the widest part with a N-S 
RULHQWDWLRQ ,Q WKH ᚏUVW SDUW WKH FHLOLQJ LV D VWDODJPLWLF SODWIRUP PKLJK WKDW GLVDSSHDUV
after approximately 6m making the ceiling higher and the gallery less constricted. Walking 
into the gallery from the adapted entrance –nowadays through the stairs– we can access 
the southernmost part, on this side appear two narrow passages that lead to the Primera 
6DODಬV6RXWKVLGH,QWKHVHVRPHUHVWVRIEODFNSLJPHQWKDYHEHHQIRXQGEXWQRWᚏJXUDWLYH
UHSUHVHQWDWLRQV$WWKHIURQWRI WKHVHFRQGXFWVDUHWKHᚏUVW WKUHHSDQHOVRQHPRUHDW WKH
FHLOLQJDQGRWKHULQWKHVRXWKZDOO,QWKHZHVWZDOOWKHUHDUHᚏYHPRUHSDQHOVDQGGLYLGHG
by the rock slab located in the middle of the gallery there are four more panels. The last 
one is located beside the second access we mentioned above. There are two more panels 
ORFDWHGLQSODFHVWKDWDUHQRWYLVLEOHDWᚏUVWVLJKWRQHLQWKHXSSHUVWDODJPLWLFOHYHOZDOODQG
one located in the ceiling formed by the stalagmitic ceiling. That makes a total of seventeen 
panels. 
No archaeological remains were found in this topographic unit and, due to the adaptation 
ZRUNV WKDW WRRNSODFH LQ WKHQLQHWHHQᚏIWLHVZKLFKSUREDEO\ LQFOXGHGDᚐRRU OHYHOLQJDQ\
existing rests were probably removed and lost. 
The topographic unit 1 can be characterized as an open space since it can hold more than 
three people at once, but the space is limited in some of the places of the gallery. The total 




Located on the south side of the “Galería de las Pinturas” the place where the gallery ends 
DQGWZRQDUURZFRQGXFWVDSSHDU7KLVSDQHOLVORFDWHGEHVLGHWKHᚏUVWHQWUDQFHZHGHVFULEHG
above in the left, east, wall barely centimeters from the opening that constitutes the entrance. 
The panel is located on a wall at a medium height, the vertical distance from the graphic units 
WRWKHᚐRRUUDQJHVIURPWRDURXQGFPLQDQDUURZVSDFH7KHSDQHOFRPSULVHVWKUHH
graphic units, 1.1 to 1.3, and numerous black marks. The rock surface that constitutes the 
ensemble is limestone of greyish/whitish colour with some calcite formations that overlie and 






at one point. The technique of the three depictions is the same, drawing with a colorant 
pencil with a simple outline. The position the artist acquired to draw the representations was 
probably leaning forward since the height of the ceiling in this part of the gallery is quite low. 
The access to this panel is easy, following the same path described above to access the 
topographic unit.
9LVLELOLW\LVJRRGGXHWRWKHSUR[LPLW\RIWKHREVHUYHUWRWKHGHSLFWLRQVWKHᚏUVWJUDSKLFXQLW
nonetheless, is barely perceivable due to conservation problems but its visibility was probably 
as good as the other two. All of them can be seen in an upright position from the entrance.
The angle from where the panel depictions can be seen is around 3 square meters. Thus 
the panel could be potentially seen by six people in an upright position or four people sitting, 
squatting or kneeling at the same time but the optimal point of view would be limited to one 
or two people (Fig.12.10).
Panel 2  
Panel 2 is located in front of the previous one, in a limestone slab that forms a pendant 
connected to the ceiling where the depictions are placed. The panel is on the South side of 
WKHJDOOHU\ZLWKD61RULHQWDWLRQLQDYHUWLFDOSRVLWLRQLQUHODWLRQWRWKHᚐRRUDWDPHGLXP
KHLJKW7KHYHUWLFDOGLVWDQFHIURPWKHJUDSKLFXQLWVWRWKHᚐRRUUDQJHVDSSUR[LPDWHO\EHWZHHQ
130 and 155 cm in a narrow space. 





access the topographic unit
7KH SDQHO FRPSULVHV WKUHH GHSLFWLRQV    7DEOD ; WKH ᚏUVW RQH D UHLQGHHU
LV MX[WDSRVHG WR WKH IROORZLQJ SUREDEO\ D FHUYLG EXW LQ D SRRU FRQGLWLRQ DQG ᚏQDOO\ DQ
LQGHWHUPLQDEOHTXDGUXSHGXQLGHQWLᚏDEOHSUREDEO\GXHWRFRQVHUYDWLRQSUREOHPV1RZDGD\V
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Figure 12.10. Panel 1. Location, general view and depictions: A) 1.1 B) 1.2 C) 1.3.
Figure 12.11. Panel 2. Location, general view and depictions. A) 2.4 B) 2.5 C) 2.6
Blanca Ochoa Fraile
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the surface of the panel is completely dry but probably it has been wet, and this has caused 
the pigment to run in some areas of the representations. The technique used for the tracing 
of the three depictions is the same, drawing with a colorant pencil in a simple outline, the 
two cervids have internal details –the eye in 2.4 and internal quartering in both of them– and 
other details such as the detailed rear legs in 2.4. Both of these representations have been 
framed to the rock surface using the bottom part of the rock as a base for the limbs. The third 
RQHದSRVVLEO\DSURWRPRVRIDKRUVHದLVORFDWHGDERYHLQDQDUURZMX[WDSRVLWLRQWKH
RWKHUWZRDUHVLPSO\MX[WDSRVHGWRHDFKRWKHU$OOWKUHHᚏJXUHVZHUHSUREDEO\WUDFHGOHDQLQJ
forward because of the low height of the ceiling. 
Visibility is good due to the proximity of the observer to the depictions, even though they are 
not well preserved, they can be seen from a wide angle from the entrance to the gallery and 
in front of the panel in an upright position. It is impossible to observe both panel 1 and 2 at the 
same time since they are opposed to each other. The maximum visualization area is around 
5 square meters, which would mean that 10 people could watch the panel simultaneously but 





of the depictions are positioned in a subvertical part of the rock surface. The vertical distance 
EHWZHHQWKHJUDSKLFXQLWVDQGWKHᚐRRUUDQJHVIURPWRFP
The rock that conforms the base of the panel is very similar to that of the panel 2, limestone 
ZLWK D JUH\LVKZKLWLVK WRQH FRYHUHG E\ D ᚏQHZKLWH FDOFLWH OD\HU DQG D VPRRWK DQG KDUG
surface, in some places small round calcite formations have grown. It has a polymorph 




probably to incorporate the convex rock shape to increase the volume and also to complete 
WKHKLQGTXDUWHUVRIWKHᚏJXUHE\VXEVWLWXWLRQVRPHLQWHUQDOGHWDLOVDQGSDLQWZHUHGUDZQLQ
The following depiction, 3.8, a complete horse is located to the right of 3.7. Below both, in a 
subvertical part of the rock, an indeterminate quadruped can be found, we may recognize 
DQLEH[LQLWEHFDXVHRIWKHORQJKRUQFDQEHLGHQWLᚏHGDVDQHTXLQHORFDWHGLQDYHU\
VLQXRXVSDUWRIWKHZDOO0RUHRYHUᚏQDOO\DOLQHDUHQVHPEOH ORFDWHGLQRSSRVLWLRQWR
All these are a simple outline drawn with a black, charcoal, pencil. All of them were traced 
OHDQLQJIRUZDUGGXHWRWKHKHLJKWRIWKHGHSLFWLRQVDERYHWKHᚐRRUDQGWKHFHLOLQJ
9LVLELOLW\LVH[FHOOHQWIRUDOOWKHSDQHOVSHFLDOO\IRUDQGERWKFDQEHVHHQLQDQXSULJKW
position without deformations, the rest of the depictions are better proportioned seen from a 
crouched or kneeled position because they are positioned in a subvertical part of the rock. 
3.7 can be seen, though not completely from the entrance to the gallery but for the rest of the 
GHSLFWLRQVLWLVUHTXLUHGWRDGYDQFHIXUWKHULQWRWKHᚏUVWSDUWRIWKHJDOOHU\DQGJHWLQIURQWRI
the panel, making the space much more restricted. The area from which the complete panel 
FDQEHVHHQLVUHGXFHGWRVTXDUHPHWHUVPDNLQJDWRWDORIᚏYHSHRSOHVWDQGLQJZKLFK
would mean deformations in some of the visualization of the depictions) or three people 
squatting or kneeling down. Only 2-3 people standing and two squatting or kneeling would, 
nonetheless, achieve the optimal point of view. (Fig.12.12)






Located in the W wall in the southernmost part of the gallery, it is mostly covered by calcite 
IRUPDWLRQV 7KHGHSLFWLRQV DUH SODFHG LQ DQ DUHDZKHUH WKHUH DUH QR QHRIRUPDWLRQV WKH
URFNVXUIDFHLVJUH\OLPHVWRQHPRVWO\ᚐDWVPRRWKDQGKDUGDQGLW LVSRVLWLRQHGYHUWLFDOO\
LQUHODWLRQWR WKHᚐRRU7KHYHUWLFDOGLVWDQFHEHWZHHQWKHJUDSKLFXQLWVDQGWKH OHGJHWKDW
FRQVWLWXWHV WKHᚐRRU UDQJHV IURP WRFP WKXVZHFDQFRQVLGHUDPHGLXPKHLJKW
RQWKHZDOO7KHDFFHVVWR WKHSDQHODQGWKHFRQᚏJXUDWLRQRI WKHᚐRRUDIWHU WKH OHGJHZH
mentioned, are the same to those of the panel 1, 2 and 3.
7ZR JUDSKLF XQLWV FRQVWLWXWH WKLV SDQHO  DQ XQLGHQWLᚏDEOH TXDGUXSHG WKDW FRXOG EH
FRQVLGHUHGD FDUQLYRUHGXH WR WKHVKDSHRI LWV VQRXW DQGD FRORUDQW FRQFHQWUDWLRQ
that probably was a zoomorphic depiction, due to the preservation problems we are unable 
to tell. Both of the graphic units were traced with a simple outline drawing with a charcoal 






located in front of the entrance of the gallery and is framed by the calcite formations. We 
FDQLPDJLQHWKDWLIZHUHDᚏJXUDWLYHUHSUHVHQWDWLRQWKHYLVLELOLW\ZRXOGEHDVJRRGDV
the one of the quadruped. The panel can be seen from the entrance to the gallery, as it is 
WKHZDOOLQIURQWRILW1RQHWKHOHVVWKHᚏJXUHLVVPDOOWREHVHHQIURPVXFKDGLVWDQFH7KH
maximum area from where it can be seen spans from the top of the stairs taking all the space 
in the south part of the gallery. The area of that space is 5.6 square meters meaning it could 
be seen by ten people, but the needed proximity would limit it to four at the most to make it 
optimal (Fig.12.13). 
Panel 5
Located in the ceiling of the gallery in the southernmost part of it, and thus is in a horizontal 
SRVLWLRQ LQ UHODWLRQ WR WKH ᚐRRU 7KH URFN VXUIDFH RI WKH SDQHO LV OLPHVWRQH JUH\ LQ WRQH
FRQFDYHVPRRWKDQGKDUG7KHKHLJKWWRWKHᚐRRUZKLFKLVPRVWO\ᚐDWFRXOGQRWEHPHDVXUHG
due to the tallness of the ceiling. The access to this panel is the same of the previous ones. 
The panel is constituted by an isolated depiction of a horse, 5.14, traced with a charcoal 
pencil in a simple outline drawing, which was blurred in the rear quarters and the anterior 
H[WUHPLWLHV,WLVDKHDGOHVVᚏJXUHSRVVLEO\GXHWRFRQVHUYDWLRQSUREOHPVEHFDXVHZHFDQ




lift its head to view the depiction, the fact that it is located at an angle in the opposed direction 
means it cannot be seen from the entrance to the gallery. However, the area of maximum 
YLVXDOL]DWLRQLVDOPRVWDOO WKHᚏUVWSDUWRIWKHJDOOHU\VTXDUHPHWHUVWKDWLQGLFDWHVWHQ
people in an upright position could see it at the same time. The optimal point of view would be 
limited immediately beneath the depiction limiting it to two or three people at once (Fig.12.14).
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Panel 6
This panel is located on the upper level of the gallery, the one that constitutes the ceiling for 
WKHFHQWUDOSDUWLWLVSODFHGRQDOLPHVWRQHZDOOLQDYHUWLFDOSRVLWLRQLQUHODWLRQWRWKHᚐRRU
positioned three meters below. There are two possible accesses to this panel, one climbing 
Figure 12.13. Panel 4. Location, general view and depictions. A) 4.12 B) 4.13
Figure 12.14. Panel 5. Location, general view and depiction 5.14
Blanca Ochoa Fraile
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the W wall of the gallery using a calcite formation as a base to access the upper level. 
Through the other part of the gallery, the northern side, behind the panel 11 where there is 
a ramp that allows accessing the upper level, walking towards the south until the end of the 
ᚐRRURIWKLVOHYHO7KHᚏUVWRQHLVWKHTXLFNHUDQGDOVRWKHHDVLHU7KHDUWLVWKDGWRDFFHVVWKH
upper level and sit or crouch in front of the panel to draw the depiction.  
The rock surface that comprises the panel is limestone of a grey/white colour, uniform with 
VRPHFUHYLFHVLQVRPHSODFHVLWKDVFDOFLᚏHGZLWKVRPHVPDOOURXQGIRUPDWLRQVWKDWGRQRW
DOWHUWKHᚏJXUH
7KHUH LVRQO\RQHGHSLFWLRQ LQ WKHSDQHODQXQLGHQWLᚏDEOHTXDGUXSHGGUDZQZLWKD
charcoal pencil using a simple outline to create a globular head and a long body that does 
QRWDOORZLGHQWLᚏFDWLRQ
7KLV UHSUHVHQWDWLRQ LVFRQFHDOHG IURP WKHJDOOHU\ LW LV LPSRVVLEOH WRVHH LWXQOHVVSXWWLQJ
the back to the wall of the cave and look above. In this case, the representation looks out 
of proportion, the only way to see it properly is climbing to the upper level and crouch or sit 
GRZQWKHOHGJHRIWKHᚐRRU7ZRRUWKUHHSHRSOHFRXOGVHHWKHᚏJXUHIURPWKHJDOOHU\DWPRVW
from the upper stalagmitic level it would be limited to one since the area is around one square 
meter and the person would have to be crouching or sitting down (Fig.12.15). 
Panel 7
Coming back to the main level of the Galería de las Pinturas, panel 7 is located in the ceiling 
shaped by the upper stalagmitic level that begins at this point and is marked in the topography 
E\WKHGRWWHGOLQH7KHYHUWLFDOGLVWDQFHEHWZHHQWKHJUDSKLFXQLWDQGWKHᚐRRULVFP
7KHURFNVXUIDFHLVFDOFLWHIRUPHGRYHUDᚏOOLQJWKDWGLVDSSHDUHGOHDYLQJWKHFDOFLᚏHGOHYHO
,W LV D FRQFDYLW\ RI  E\  FP WKH GHSLFWLRQ LV ORFDWHG LQ D ᚐDW DUHD 1RZDGD\V WKLV
QHRIRUPDWLRQLVVWLOODFWLYHLWGULSVZDWHUIURPWKHERUGHUVEXWLWGRHVQRWDᚎHFWWKHGHSLFWLRQ
which is humid but well preserved. The access to this panel is the same as for the panels 
1 to 4 explained above continuing to the north following the path of the gallery for less than 
two meters. 
A single representation constitutes the panel decoration, a small horse completely depicted 
except for the posterior extremity traced with a charcoal pencil and a single, but thick, outline, 
it also has an interior quartering in the neck area and the dorsal line. Other details have not 
EHHQGHSLFWHG7KLVᚏJXUHZDVIUDPHGLQWKHURFNVXUIDFHFHQWHUHGLQWKHDYDLODEOHVSDFH
that was carefully chosen. 
Again, as with the graphic unit in the panel 5 this depiction was concealed from immediate 
view, in this case, located in an accessible place but not visible unless the person looks up 
in the precise spot under the ceiling. Also, nowadays, only in humid seasons, a small pool 
RIZDWHU IRUPVXQGHU WKHSDQHOEHFDXVH WKHᚐRRU LQ WKLVSRLQW LV WKH ORZHVW LQ WKHJDOOHU\
and collects the water, in this case if a person illuminates the ceiling the depiction appears 
UHᚐHFWHGLQWKHSXGGOH:HFDQQRWVD\LIWKLVZDVSRVVLEOHLQWKHXSSHU3DODHROLWKLFEXWLWLV
interesting to note it. The complete area from where the depiction can be seen in a crouched 
position is barely 3,2 square meters meaning four people could see it at the same time, the 
point of optimal view would be reduced to 1,6 square meters and thus two people at most 
(Fig.12.16). 
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Figure 12.15. Panel 6. Location, general view and depiction 6.15




Located in the west wall of the Galería de las Pinturas, less than two meters from panel 7 in 
a much more narrow part of the gallery because of the limestone slab located in the centre. 
The access is made continuing walking through the gallery on its west side. The vertical 
GLVWDQFHIURPWKHGHSLFWLRQVWRWKHᚐRRUUDQJHVEHWZHHQDQGFPLQDYHUWLFDOSDQHO
LQUHODWLRQWRWKHᚐRRU1RZDGD\VWKLVVPDOOSDUWRIWKHJDOOHU\LVGLYLGHGE\VPDOOEORFNVRI




sediment that can be characterized as para-breccia. In the rest of the panel, we can also 
observe some crevices and holes and some secondary small calcite formations that appeared 
after the depictions were traced. 
7KHSDQHOKDVIRXUᚏJXUHVDQGWZROLQHDUUHSUHVHQWDWLRQVLVDPHGLXPVL]HUHLQGHHU
that occupies the centre, fully represented except for the dorsal part and the beginning of the 
UHDUTXDUWHUVLWLVWUDFHGZLWKDORWRIGHWDLOLQJLVSUREDEO\DFDSULGGXHWRWKHIDFWWKDW




and the rear extremities of the reindeer a black angular line can be seen (8.20). On the other 
VLGHRI WKHᚏVVXUHFP IURP WKHRWKHUᚏJXUHV WKHUH LVDVPDOOKRUVHZLWKRXWKHDGDQG
DEGRPHQDQGᚏQDOO\XQGHUWKHKRUVHWKUHHDQJXODUOLQHVFDQEHIRXQGWKDWFDQUHFDOO
legs of an incomplete or disappeared animal. All these depictions were drawn with a charcoal 
pencil and a single outline, either in an upright or leaning position.
Visibility of this panel is medium-high due to the proximity of the observer to the depictions, 
WKHSUHVHUYDWLRQSUREOHPVPDNHDELWGLᚑFXOWWRGLᚎHUHQWLDWHWKHGHSLFWLRQVQRZDGD\VEXW
they can be seen from under the panel 7. The panel starts to be visible from under panel 
7, and approximately until the end of the limestone slab in the centre, making the area of 
maximum visualization around 4 square meters, meaning eight people could watch the panel 
at once, point of optimal view would be immediately in front of the panel limited to three or 
four people at most. (Fig.12.17)
Panel 9 
Located in the same wall the previous panel is but separated from it by approximately two 
PHWHUVLWLVSRVLWLRQHGLQWKHODVWSDUWRIWKHJDOOHU\FRYHUHGE\WKHVWDODJPLWLFFHLOLQJ5RFN
VXUIDFH LVJUH\ OLPHVWRQHZLWKVRPHFUHYLFHVVLQXRXVEXWZLWKDᚐDW WHQGHQF\KDUGDQG
VPRRWK7KHYHUWLFDOGLVWDQFHIURPWKHVLQJOHGHSLFWLRQWKDWFRPSRVHVWKLVSDQHOWRWKHᚐRRU
LVFPWKHᚐRRULVKRUL]RQWDOZLWKDVOLJKWVORSHLQWKLVDUHD$VWKHSUHYLRXVSDQHOLWLV
located in a narrow part of the gallery that can be accessed the same way and has the same 
constrictions panel 8 has. 
This panel has only one depiction, an indeterminable quadruped drawn with a charcoal pencil 
in a single outline but limited to the upper part of the body, very elongated and with a long 
QHFNDQGDJOREXODUKHDGWKDWZDVUHSUHVHQWHGZLWKRXWDQ\GHWDLOV,WVSUHVHUYDWLRQLVSRRU
WKHURFNVXUIDFHLVFDOFLᚏHGDQGWKDWKDVFDXVHGSLJPHQWORVV7KHDUWLVWKDGWREHOHDQLQJ
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Figure 12.17. Panel 8. Location, general view and depictions. A) 8.17 B) 8.18 C) 8.19 y 8.20 D) 8.21 E) 8.22
Blanca Ochoa Fraile
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forward to trace the depiction
Visibility is low due to its location in a low part of the wall where there is not enough perspective 
to see it. It can be seen in an upright position but leaning forward or crouched allows seeing 
it better. The fact that it is an isolated depiction and that it is in a low point of the wall reduces 
the area from where it is visible. It would start at the beginning of panel 8 and end at the 
edge of panel 10, making an area of three square meters which would mean six people in an 
upright position or four leaning forward or crouched down (Fig.12.18). 
Panel 10
Located on the west wall of the cave, approximately one meter after the panel before and 
about three meters from the panel 8. It is situated on the edge of the rock surface that forms 
WKHZDOODVLQJOHJUDSKLFXQLWFRQᚏJXUHVLW
5RFNVXUIDFHWKDWVKDSHVWKHEDVHRI WKHSDQHO LV OLPHVWRQHJUH\ZLWKDZKLWLVKKXHᚐDW
DQGVPRRWK7KHKHLJKWIURPWKHGHSLFWLRQWRWKHᚐRRULVFPWKHᚐRRUKDVDKRUL]RQWDO
disposition and a slight slope. 
7KHGHSLFWLRQLVQRQᚏJXUDWLYHDQHQVHPEOH
of lines that intertwine. In this ensemble, a 
cervid depiction has been distinguished by 
VRPH DXWKRUV LQ WKDW FDVH WKH ᚏJXUH KDV
a postpaleolithic appearance and for that 
reason, we are going to exclude this panel 
from the general analysis of the cave. It was 
traced using a charcoal pencil with a single 
outline. 
Visibility is excellent due to the size, the 
KHLJKWWRWKHᚐRRUDQGWKHKLJKSLJPHQWDWLRQ
of the ensemble, it can be seen in an upright 
position without any obstacle. Placed in 
a more ample area the depiction can be 
observed from a broad sector starting in front 
of the panel 8 and including the whole area in 
front of it, which opens up after the limestone 
slab, this would make an area of ten square 
Figure 12.18. Panel 9. Location and depiction 9.23
Figure 12.19. Panel 10. Location and depiction 10.24
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meters that could potentially accommodate up to twenty people. The point of optimal view 
ZRXOGEHUHGXFHGWRLQIURQWRIWKHSDQHOOLPLWLQJLWWRᚏYHWRVHYHQSHRSOH(Fig.12.19).  
Panel 11
Located on the west wall of the cave only centimetres away from panel 10, we divide this 











position of the depictions, which are arranged in opposition, back to back.
There are two depictions in this panel, a horse, 11.25, represented totally, with interior 
quartering including the ventral M and crest, scapular quartering and other details such as 
WKHH\HDQGᚏOOLQJ LQ WKHVQRXW]RQH ,W LVSODFHG LQDYHUWLFDOGLVSRVLWLRQ LQUHODWLRQWR WKH
ᚐRRUDQGFRPSOHWHO\IUDPHGLQWKHVXUIDFHWKDWWKHURFNEHQGLQJFUHDWHV7KHRWKHUᚏJXUH
is a reindeer, 11.26, positioned back to back in relation to the horse in the other angle and 
LQDYHUWLFDOVXEYHUWLFDOSRVLWLRQ,WZDVᚏJXUHGFRPSOHWHO\H[FHSWIRUWKHEHOO\FRQWUDU\WR
the horse it does not have interior quartering, but it has details such as the eye or the mane. 
%RWKDUHGUDZQZLWKDFKDUFRDOVWLFNXVLQJDVLQJOHRXWOLQHDQGDUHMX[WDSRVHGIUDPHGLQWKH
available surface. 
Visibility is very high for both of the depictions due to their size and location in a wider part 
of the gallery that allows viewing them in an upright position. As they are located at an 
angle, it is not possible to see them before reaching the point where the panel is located. 
Nonetheless, once this part of the cave is reached, the area from where the depictions can 
be seen is big, up to 12 square meters, making potentially possible for 24 people to see the 





direction 6m after the previous panel, in a wider part of the gallery. This panel has the last 









Figure 12.20. Panel 11 Location, general view and depictions A) 10.25 B) 10.26
Figure 12.21. Panel 12. Location and depiction 12.27




charcoal pencil and a single outline without any details. Also, three black lines appear around 
the animal without any evident relation with it. 
The visibility is very low due to several reasons: the height, the colour of the rock surface 
DQG WKH IDFW WKDW LW LV LVRODWHG IURPRWKHUᚏJXUHV1RQHWKHOHVV WKHᚏJXUHFDQEHVHHQ LQ
IURQWRILWIURPDQXSULJKWSRVLWLRQNQHHOLQJGRZQFURXFKLQJRUVLWWLQJZRXOGSURYLGHDEHWWHU
perspective to view it. The area of maximum visibility would start only a couple meters before 
arriving to the panel and the same distance after it creating an area of around 4.5 square 
meters, which would potentially accommodate up to eight people in an upright position or six 
in a crouched down position (Fig.12.21). 
Panel 13
Located in the east wall of the Galería de las Pinturas, in a limestone massif that does 
not reach the ceiling at some points, leaving an open space between the gallery and the 
connection between the Primera Sala and the Segunda Sala. The access to this point of the 
gallery could be possible by two or even three means of entry. The one on the south side 
RI WKHJDOOHU\ WKDWZHDOUHDG\GHVFULEHGDVORSH WKDWFRPHV IURPWKH6HJXQGD6DOD WKDW
OHDGVSUHFLVHO\WRWKHSRLQWWKLVSDQHOLVORFDWHGDQGᚏQDOO\FRPLQJIURPWKHQRUWKVLGHRI






recent time, the panel has developed some minor calcite formations of a powdery nature that 
DᚎHFWERWKWKHURFNVXUIDFHDQGWKHGUDZLQJV
:HRQO\LQGLYLGXDOL]HRQHJUDSKLFXQLWLQWKLVSDQHOEHFDXVHZHFDQQRWVHSDUDWHWKHGLᚎHUHQW
lines and strokes that are represented nearly continuously in almost one meter wide by 
one meter high. Some authors have said that some of the drawings recall them of human 
faces with big eyes, but these are heavily intertwined with other strokes that do not have an 
apparent meaning. The technique used is a charcoal stick with a simple or multiple outline, 
GHSHQGLQJWKHFDVH7KHFKURQRORJ\RIWKLVSDQHOFDQEHFKDOOHQJLQJLWKDVDOZD\VEHHQ
associated to the Palaeolithic, nonetheless this is yet to be proven, and we do not have any 
FRQᚏUPDWLRQWRVD\LWLVHLWKHU3DODHROLWKLFRU3RVWSDODHROLWKLF
Visibility is excellent due to the size of the panel and the big contrast of the black over the 
rock surface. It can be seen from a distance and in an upright position. The orientation of 
WKHSDQHORQO\DOORZVWRVHHLWRQFHWKHSHUVRQLVSRVLWLRQHGLQIURQWRISDQHODQGLWFDQ
also be seen from panel 12 the total area is around 11.5 square meters, meaning more than 









the single depiction of this panel is around 150 cm from the middle, which probably means it 
was traced both in an upright position and also leaning forward for the lower strokes.
Access to the panel is easy from the stairs in the south part of the gallery taking the right side 
of the slab or from the other accesses the left side. 
Figure 12.22. Panel 13. Location, general view and depiction 13.28
Figure 12.23. Panel 14. Location, general view and depiction 14.29
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Rock surface is grey limestone, smooth and hard with millimetric holes and calcite formations 
WKDWH[LVWHGEHIRUHWKHGHSLFWLRQ ,W LV LVRODWHGZHFDQGHVFULEH LWDVDQHQVHPEOHRIᚏYH
REOLTXHVWURNHVWKDWLQWHUWZLQHZLWKWUDFHVLQYDULRXVGLUHFWLRQVGUDZQZLWKDEODFNSHQFLO
probably made of charcoal, and a single outline. Its chronology can also be challenging, 
traditionally has, like the one before, been considered Palaeolithic, but once more we do not 
have proof to associate it either to the Paleolithic or the Postpaleolithic. 
Visibility is excellent due to the high contrast of the black in the grey surface, but the lack of 
space does not allow seeing it with perspective limiting the visibility of the panel. The starting 
point to see the panel would be the entrance from the right side and the start of the wall on 
the opposite side creating an area of 2 square meters making a maximum of four people 
seeing the panel at the same time. In this case, the point of optimal view would require some 
SHUVSHFWLYHEHFDXVHRIWKHVL]HRIWKHGHSLFWLRQDQGWKHODFNRIVSDFHLQIURQWRIWKHSDQHOLW
would be limited to a person on each side of the limestone slab (Fig.12.23).
Panel 15
Located in front of the previous panel, in the limestone slab that constitutes part of the east 
wall of the gallery, situated in a very narrow part, the access is the same for the previous 
SDQHO7KHYHUWLFDOKHLJKWIURPWKHGHSLFWLRQVWRWKHᚐRRUUDQJHVIURPFPWRFPZKLFK
means the positions the artist(s) had to acquire also vary from upright, leaning forward and 
FURXFKLQJVLWWLQJRUNQHHOLQJWKHᚐRRULVPRVWO\ᚐDW
7KHURFNVXUIDFHLVOLPHVWRQHᚐDWVOLJKWO\FRQYH[LQWKHDQWHULRUSDUWVPRRWKZLWKDYDULDEOH





of the upper body of a bear with some details as the ear, the eye, and the nostril and with a 
YHU\PRGXODUOLQHWKDWGHSLFWVWKHFHUYLFDODQGGRUVDOSDUWV$ERYHZHFDQᚏQGWKHSURWRPRV
of an aurochs, 15.31, limited to the head, the horns, the ear, the cervical line and the chest 




completely except for the front legs that, possibly, have disappeared due to preservation 
SUREOHPV7KHGHWDLOVRIWKLVGHSLFWLRQDUHOLPLWHGWRRQHKRUQDQHDUDQGWKHH\HLWDOVR
has ventral quartering and a thicker line on the dorsal line. All of the depictions in this panel 
are drawn with a charcoal pencil and a single outline. 
As with other signs of the gallery, 15.32, can represent a problem from a chronological point 
of view since it is an original sign with no similar parallels in Paleolithic caves its chronology 
cannot be assured.
,QWKLVFDVHYLVLELOLW\GHSHQGVRQWKHSRVLWLRQWKHJDOOHU\LVWRRQDUURZWRVHHDOOWKHGHSLFWLRQV
with the necessary perspective, the ones on the upper part of the panel (30,31,32) can be 
seen in an upright position without any constrictions. The bear is big so, the same problem 




Figure 12.24. Panel 15. Location, general view and depictions A) 15.30 B) 15.31 C) 15.32 D) 15.34 E) 15.33
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the space problems acquiring a crouching or kneeling position or at least leaning forward is 
necessary to visualize them. Nonetheless, the high contrast between the pigment and the 
URFNVXUIDFHPDNHHDV\WKHYLHZLQJRIWKHGLᚎHUHQWGHSLFWLRQVRIWKHSDQHO7KHPD[LPXP
area of visualization starts on the sides of the limestone slab, making a narrow passage of 1.5 
square meters meaning only three people at once could see this panel, the point of optimal 
visualization is nonetheless limited to one person on either side of the slab (Fig.12.24). 
Panel 16
Located immediately to the right of the entrance, in the east wall a couple of meters to the 
right of the previous panel. It is also situated in the same limestone slab that constitutes the 
ZDOOLQWKLVVLGHRIWKHJDOOHU\DQGRFFXSLHVGLᚎHUHQWSDUWVRILW7KHDFFHVVLVYHU\HDV\VLQFH
LWLVORFDWHGRQWKHHGJHRIWKHHQWUDQFH7KHYHUWLFDOKHLJKWWRWKHᚐRRUUDQJHVIURPFP
to 170 cm, which means the artist(s) was (were) in an upright and leaning position for the 
drawing of most of the depictions. 
7KH URFN VXUIDFH LV OLPHVWRQH WKH GHSLFWLRQV DUH ORFDWHG LQ YDULRXV VXUIDFHV WKDW DUH
polymorph and variable in colour that ranges between orange and brown. In some places, 
WKH URFN VXUIDFHKDVGHYHORSHGD ᚏQH VHFRQGDU\ OD\HU RI FDOFLWH WKDW DᚎHFW VRPHRI WKH
depictions in various ways. It also has, in several places, crevices, and small holes but it is a 









as a horse but due to its ambiguity it is impossible to say. On the other hand, there are three 
LGHQWLᚏDEOHᚏJXUDWLYHGHSLFWLRQVLQWKHSDQHODQGWKUHHRIWKHPDUHKRUVHV)LUVWRQHLV
a big depiction represented without the head, the mane was not traced, but it was integrated 
LQWRWKHURFNWKHRWKHUWZRDUHFRPSOHWHUHSUHVHQWDWLRQVLVDVPDOOKRUVHRXWOLQHGZLWK
WKHGHWDLORIWKHIXUDQGLQWHULRUTXDUWHULQJLQWKHQHFN0RUHRYHULVVLPLODUWRWKHᚏUVW
one but with a head, and some interior details such as the eye and the mane represented 
with an interior quartering. All the signs of the panel we have gathered together since some 
DUHGLᚑFXOWWRVHSDUDWHWKH\DUHPRVWO\EODFNVWURNHVEXWZHFDQLGHQWLI\DQDFFXPXODWLRQ
of pigment known as “the star” due to its shape and a single line from which six shorter lines 
come from. The technique used to draw all the depictions of the panel is charcoal pencil with 
a single outline. 
Visibility of the panel is very high due to its location in the main part of the gallery, close to 
the entrance and with a very high contrast between the pigment and the rock surface and the 
high concentration of depictions. The area of maximum visualization starts from the entry of 
the gallery to the side of the central limestone slab making an area of about 7 square meters 
ZKLFKPHDQVXSWRIRXUWHHQSHRSOHFRXOGVHHZLWKVRPHGLᚑFXOW\WKHSDQHODWWKHVDPH
time. The OPV is the immediate front of the panel, which would be limited to 1.3 square 
meters and thus only two to three people (Fig.12.25). 
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Figure 12.25. Panel 16. Location, general view and depictions A) 16.37 B) 16.35 C) 16.39 D) 16.41 E) 16.40 F) 16.42 G) 
16.38 H) 16.36
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Panel 17
Located between the panels 15 and 16 in a concavity near the ceiling, in the rock slab that 
shapes the east wall of the gallery. It is constituted by a single depiction, which is located, at 
FPIURPWKHᚐRRUPHDQLQJWKDWWKHDUWLVWಬVSRVLWLRQZRXOGKDYHSUREDEO\EHHQXSULJKW
The rock surface is grey limestone, smooth and hard with some crevices and scarcely any 
small holes, the depiction in some points has a white calcite cast that might have washed it 
down slightly. 
The only depiction represented is the frontal half of a very schematic horse, traced in the 
HGJHRIWKHZDOODQGDQDOPRVW|DQJOHRIWKHUHVWRIWKHGHSLFWLRQV7KHWHFKQLTXHXVHGWR
trace it was drawing with a charcoal pencil with a single outline. 
Visibility is regular due to the height of the panel and the fact that it is a partial and schematic 
ᚏJXUH ,WVDUHDRIPD[LPXPYLVXDOL]DWLRQ LV OLPLWHG WRD VHFWRU LQ IURQWRISDQHOZKLFK
ZRXOGKDYHDURXQGVTXDUHPHWHUVPDNLQJSRVVLEOHIRUᚏYHSHRSOHWRVHHLWDWRQFHWKH
OPV would be a little more constricted for two or three individuals in front of the depiction 
(Fig.12.26). 
&KURQRORJ\
7KH ᚏUVW FKURQRORJLFDO DWWULEXWLRQ IRU /DV 0RQHGDV ZDV PDGH E\ *RQ]£OH](FKHJDUD\
E LQRQHRI WKHᚏUVWSXEOLFDWLRQV MXVWDIWHU WKHGLVFRYHU\ WKHDXWKRUZRXOG WKLQNE\
stylistic comparison, the motifs corresponded to a period before the Magdalenian. 
Anónimo (1953) has a similar opinion, but divides the ensemble into two phases: the most 
FKDUDFWHULVWLFᚏJXUHVRIWKHFDYHZRXOGFRUUHVSRQGWRDQDUFKDLFW\SHWKDWFRXOGSHUWDLQWR
WKH$XULJQDFLDQWRORZHU0DJGDOHQLDQ)ROORZLQJWKH%UHXLOWKHRU\SURSRVHVWKDWWKHPDMRULW\
of the representations are Aurignacian except for the bear and the two deer that would be 
6ROXWUHDQ5LSROOLQWKHᚏUVWERRNDERXWWKHFDYHDUWRI/DV0RQHGDVWLHVWKHᚏJXUHV
also following Breuil, to the lower Magdalenian (III-IV). 
Figure 12.26. Panel 17. Location and depiction 17.43
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GONZÁLEZ-ECHEGARAY (1974) changes his mind about the chronological perspective 
he had previously. In a chapter dedicated to the chronology of Las Chimeneas cave, he 
mentions that Las Chimeneas has an older style and would be older than Las Monedas 
depictions. Also, the fact that in Monedas cold fauna was represented suggests that it should 
EHFRQQHFWHGWRWKH0DJGDOHQLDQ,9RU9PRUHVSHFLᚏFDOO\WRWKH/DVFDX[LQWHUVWDGLDO+H
also points out the possibility that the representations could belong to the glacial maximum 
during the Solutrean due to the presence of reindeer. He concludes that the depictions should 
be attributed to Magdalenian IV or V “artists”. 
:LWKWKHREMHFWLYHRIHVWDEOLVKLQJWKHFKURQRORJ\RI/DV0RQHGDVGHSLFWLRQVZHDUHJRLQJWR
DQDO\VHWKHGLᚎHUHQWDUJXPHQWVDYDLODEOHWRGHWHUPLQHWKHDJHRIWKHGHSLFWLRQV
As we mentioned before in this chapter, the cave has remained opened probably during 
WKH+RORFHQHVLQFHIRRWSULQWVDQGFRLQVIURPWKH0RGHUQDJHVZHUHIRXQGGXULQJWKHᚏUVW
prospection of the cave. Due to this fact, we cannot use the closing of the cave as an argument 
with a chronological point. Also, no archaeological deposits have covered the depictions, and 
RQO\VPDOOSRZGHU\FDOFLᚏFDWLRQVFDQEHIRXQGRYHUVRPHRIWKHGHSLFWLRQVWKHVHDUHQRW
DGHTXDWHIRUGDWLQJGXHWRWKHLUVL]HRUHLWKHUFHUWLᚏFDWHWKH3DODHROLWKLFGDWDRIVRPHRIWKH
depictions such as 13.28. 
A valid argument we can apply to Las Monedas cave has already been used by other authors 
EHIRUHWKHSUHVHQFHRIUHLQGHHUWKUHHPD\EHIRXULQWKHHQVHPEOHFHUWLᚏHVWKH3DODHROLWKLF
data and allows to narrow down the chronology to cold periods in which this species was 
present in the north of the Iberian peninsula. The chronology could be narrowed to the 
Last glacial maximum during the Solutrean and the upper Magdalenian during the last cold 
oscillation before the end of the Glacial era. Likewise, bison is a species typical of the Upper 
Palaeolithic, but its presence does not allow being more precise. The rest of the species 
represented (horse, ibex, bear, aurochs) do not permit a chronological evaluation. 
Absolute dates were obtained for two depictions in Las Monedas, the ibex (16 for RIpoll-8.19 
in our catalog) and the horse in a vertical position (20 for Ripoll-11.25 in our catalog). The 
GDWHV IRUERWKPRWLIVRYHUODSDW˰ LQGLFDWLQJDSHULRGEHWZHHQ WRFDO%3
7KHWKUHHGDWHVLQGLFDWHWKHᚏJXUHVZHUHWUDFHGGXULQJWKHXSSHUᚏQDO0DJGDOHQLDQPRUH
VSHFLᚏFDOO\ WR WKH ODVW SKDVHV LQ FRUUHVSRQGHQFHZLWK WKHGDWD WKDW WKH VW\OLVWLF DQDO\VLV
provided in relation the de cold fauna which would relate to the Dryas II. 
If we consider the style to determinate if the representations of the ensemble are synchronic, 
we can see that some of the motifs depicted are similar. Restricting the comparison to the 
same species to those dated we can see the horses (3.8, 5.14, 7.16, 8.21, 16.35, 16.40 
DQGKDYHDQDORJRXVIHDWXUHVVXFKDVWKHPRGXODUOLQHVXVHGLQWKHGHSLFWLRQVWKH
proportions are similar and often represented entirely or almost entirely, the presence of 
interior quartering and the lack of other details could indicate a chronological bond. In the 
case of the ibex there is only one (15.34) that has similar to the dated one: the outline, the 
representation of the horn and an ear, interior quartering in the ventral zone and the depiction 
of both legs. 
For the species that were not dated by C14 AMS, we can make an external comparison 
with a motif that is frequent during the middle-upper Magdalenian. The bison 3.7 has the 
characteristics of a Pyrenean morphotype bison: massive frontal part, moduled cervico-dorsal 
OLQHDQGWKHIURQWDOOLQHWKDWVKDSHVWKHKHDGDQGSRVVLEO\DQLQWHULRUᚏOOLQJLQWKHXSSHUSDUWRI
WKHERG\,WLVDOVRIUHTXHQWWRGHSLFWWKLVPRWLILQDYHUWLFDOSRVLWLRQZHFDQᚏQGVLPLODUFDVHV
in La Covaciella, La Garma, Urdiales and Santimamiñe. In the case of the reindeer the three 




Similar features to those we said before –modular lines to represent the outline of the body, 
LQWHULRUTXDUWHULQJWKHODFNRIGHWDLOVWKHSURSRUWLRQVRIWKHᚏJXUHVWKHFRUUHFWSHUVSHFWLYHದLQ
WKHUHVWRIWKHLGHQWLᚏDEOHHQVHPEOHEHDUDXURFKVSRLQWWRDVLPLODUFRQVWUXFWLRQWRWKHRQHV
before. Aside from the depictions we discussed above, there is a group of representations 
WKDW GXH WR LWV LQGHᚏQLWH FKDUDFWHUVZH FDQQRW LGHQWLI\ IXUWKHU WKDQ WKH IDFW WKDW WKH\DUH
DQLPDO ᚏJXUHV WKHVH DOVR KDYH VLPLODU FKDUDFWHUV XQGHᚏQHG ERG\ ODFN RI H[WUHPLWLHV
JOREXODUKHDGULJLGFRQQHFWLRQVEHWZHHQGLᚎHUHQWSDUWVRIWKHDQDWRP\7KHHQVHPEOHLV
nonetheless, quite homogeneous, indicating that was probably created in a short period of 
time that could be considered synchronic in cultural terms. Also, the location, limited to a 
gallery, and the use of one technique also point in the same direction. We can conclude the 
ᚏJXUDWLYHHQVHPEOHIURP/DV0RQHGDVLVSUREDEO\V\QFKURQLFGXHWRWKHKRPRJHQHLW\RI
its depictions and we would consider them after the careful analysis of the last phases of the 
Magdalenian because of the results of the C14 AMS analysis of two of the representations. 
On the other hand, from our point of view, some of the depictions of Las Monedas are 
strange to be considered Palaeolithic from a stylistic interpretation, even some could actually 
EHGHᚏQHGDV3RVWSDODHROLWKLF&DUEDOORHYHQLGHQWLᚏHGRQHRIWKHPWKHDV1HROLWKLF
the 1.10.24 and 1.16.37 known commonly as “the star” and some other black marks on the 
same panel could lay out some doubt from a chronological point of view. This, together with 
the abundance of black marks in the “Galeria de las Pinturas” as well as the rest of the cave, 
would make us discard the depictions that could be uncertain from a chronological point of 
YLHZ7KXVZHZLOORQO\WDNHWKHᚏJXUDWLYHPRWLIVWKDWDUHXQGRXEWHGO\3DODHROLWKLFZKLFK
KDVEHHQFRQᚏUPHGE\WKH$06&14 dates. We are aware that we are potentially eliminating 
Palaeolithic data but we would prefer it this way to include depictions from Postpalaeolithic 
phases that could alter the results.  
6XPPDU\
The cave art in Las Monedas is limited to a single place, distributed in a single topographic 
XQLW LQZKLFK WKHGHSLFWLRQVDUH FRQFHQWUDWHGZH FDQ FRQVLGHU LW LV D VLPSOHHQVHPEOH
7KHOLJKWLQJLQWKHWRSRJUDSKLFXQLWLVH[FOXVLYHO\DUWLᚏFLDODQGEHFDXVHWKHORFDWLRQRIWKH
entrance is unknown, we cannot estimate the reach of the light of the outside. However, 
ZHDUHFRQᚏGHQW WKDW WKHQDWXUDO OLJKWGLGQRWJHW WR WKH ಯ3ULPHUDVDODರEHFDXVH LWZRXOG
have been blocked by the stalagmitic formations that constitute the boundary between the 
“Vestibulo” and the chamber. The topographic unit one is located 34m from the entrance, 
the access we described above can be characterized as easy, being possible to transit 
LQ DQ XSULJKW SRVLWLRQ WKHZKROH SDWK WKH VORSH WR UHDFK WKH XSSHU OHYHOZKHUH WKH XQLW
LVVLWXDWHGFRQVWLWXWHV WKHRQO\GLᚑFXOW\7KHGHSLFWLRQVFDQRQO\EHVHHQRQFH\RXKDYH
entered the gallery, none of them can be seen from the outside. It can be characterized as 
an open location since it can accommodate more than three people at once, in some areas 
the available space is restricted but, as a whole, it is an open space. 
7KHSDQHOVDUH ORFDWHGRQWKHZDOOVRQWKHFHLOLQJDQGRQ OLPHVWRQHSHQGDQWV WKH\DUH
evenly distributed without big empty spaces except panel 12, which is isolated from the rest. 
The automatic circulation to see all the panels can be done in two ways: from the entrance 
beside panels 1 and 16 through the left or the right side or the slab and coming back through 




possibilities, either side of the stone slab that houses panel 14 (Fig. 12.27). 
Panel 1 is located in front of Panel 2, being the depictions opposed to each other. Panel 3 
LVWKHFRQWLQXDWLRQRISDQHOLQLWVIURQWSDUWDQGDURXQGWKHSHQGDQWSDQHOLVRSSRVHG
WRSDQHO3DQHOLVDERYHDOORIWKHVHORFDWHGLQWKHFHLOLQJDOOWKHVHDUHIRXQGLQWKHᚏUVW
area of the cave and can be seen as a whole moving barely a couple of meters. The next 
two panels are the only ones in the topographic unit that are hidden from plain view, both 
of them can be seen from the gallery but are not in plain sight as the rest of the depictions. 
Panel 8 through panel 11 are located in a succession, in the wall of the cave following one 
another. Panel 12 and somewhat panel 13 are isolated, both require going further into the 
JDOOHU\EXWLVPRUHYLVLEOHGXHWRLWVFKDUDFWHULVWLFVELJJHUVL]HDQGKHLJKWWRWKHᚐRRU
Panel 14 through panel 17 are also located in a smaller gallery formed by the stone slabs that 
constitute both walls in which the depictions are located. 
In the following analysis we are going to exclude the panels that we are not sure are 
3DODHROLWKLFWKXVSDQHOSDQHOSDQHOSDQHODQGWKHQRQᚏJXUDWLYHGHSLFWLRQVRI
panel 15 were eliminated from the analysis.
)LJ,WLQHUDU\PRGLᚏHGIURPRIPOLL, 1972)
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In Las Monedas the preferred type of rock surface is limestone with a total of 29 out of 31 
graphic units (93,5%) the other being calcite and a calcite covered surface (each one 3,2%), 
the color is mostly grey (45%) followed by white (25,8%), orange (16%), brown (9%) and 
ᚏQDOO\\HOORZ5RFNVXUIDFHLVᚐDWLQFDVHVVLQXRXVLQVHYHQFDVHV
FRQFDYH LQ VL[  SRO\PRUSK LQ ᚏYH FDVHV  DQG FRQYH[ LQ MXVW RQH LQVWDQFH
(3,2%). In general, the rock surface is disposed in a vertical manner (87%) and two cases in 
horizontal and subvertical position (6,4% each). Finally, the rock surface is mostly smooth 
 FDVHV RXW RI  WKH WZR JUDSKLF XQLWV LQ FDOFLWH DUH ERWK VPRRWK DQG RQO\ ᚏYH DUH
FRDUVHWKHURFNVXUIDFHSUHVHQWVFUHYLFHVLQRIWKHFDVHVRQO\WZRJUDSKLFXQLWVKDV
VPDOOKROHVDQGLQIRXUFDVHVLWLVDᚎHFWHGE\RWKHUIHDWXUHVLQRIWKHFDVHV
the surface does not present any remarkable features (Fig.12.28). 
7KHKHLJKWWRWKHᚐRRULVYHU\YDULDEOHUDQJLQJIURPFPWRFPLQWZRFDVHVLWZDV
LPSRVVLEOH IRUXV WRGHWHUPLQHWKHKHLJKWGXHWR WKHGLVWDQFHDERYHWKHᚐRRU:LWK WKHVH
heights, we were able to establish the position the artist acquired to depict the graphic units. 
In most of the cases, the artist would have been in an upright position (16 out of 31, 51,6%) 
followed by leaning forward (32,2%), sitting/crouching or kneeling (12,9%) and only one case 
elevated (3,2%). On the other hand visualization position is mostly upright (87%) with only 
9% (n=3) leaning forward and only one graphic unit sitting, kneeling or crouching (3,2%) 
(Fig.12.29). 
The more frequent theme is the equidae with a 35,4% of the graphic units, followed by 
XQLGHQWLᚏDEOH TXDGUXSHGV  FHUYLGDH  FDSULQDH  ERYLQDH OLQHDU
UHSUHVHQWDWLRQVDQGXQGHWHUPLQDEOHGHSLFWLRQVHDFKDQGᚏQDOO\XUVLGDHZLWKRQO\
one graphic unit (3,2%). The technique is in all cases (n=31, 100%) drawing with a black 
charcoal pencil with a single outline. The representation format is mostly total, 45% of the 
depictions followed by 22,5% of only the upper part, 12,9% headless, 6,45% for only the 




Regarding size, most of the depictions are small (48% n=15) closely followed by medium 
size (41,9% n=13) and only three representations can be considered big (9,6%) (Fig.12.31). 
/HYHOOLQJLVPDLQO\|KRUL]RQWDOLQUHODWLRQWRWKHᚐRRUQ RQO\LQWKUHHFDVHVWKH
UHSUHVHQWDWLRQ LV IDFLQJXSZDUGV LQ UHODWLRQ WR WKHᚐRRU |  LQRQHFDVH LWFDQEH
FRQVLGHUHGXSVLGHGRZQ| DQG WKHVDPHQXPEHU LQDQREOLTXHSRVLWLRQ |
(3,2%), in three cases (9,6%) it is impossible to determine the levelling of the graphic unit, 
GXH WR WKH IDFW WKDW WKH\DUHQRW ᚏJXUDWLYHGHSLFWLRQV5HJDUGLQJRULHQWDWLRQPRVW RI WKH
)LJ+HLJKWWRWKHᚐRRU Fig. 12.30 Theme
Fig. 12.32. Representation format
Fig. 12.31.Size
Fig. 12.33. Frame versus rock incorporation
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depictions are facing right (64,5%), only 19% are facing left, and 16% are indeterminable. 
In Las Monedas there is barely any interaction between the rock surface and the graphic 
units, there is only two cases of substitution (6,4%) and only one of integration (3,2%), the 
rest of the depictions have not been incorporated to the rock. Framing the depictions is a little 
ELWPRUHIUHTXHQWLQᚏYHFDVHVDGHSLFWLRQKDVEHHQHQWLUHO\IUDPHGDQGLQIRXUZH
determined partial framing (12,9%) (Fig.12.33).
Visibility of the depictions is mostly medium (48% n=13) closely followed by high visibility for 
10 depictions (32%), for six depictions visibility is low (19%) and for two is inexistent from the 
gallery (6,4%).
As we mentioned above, in all cases the technique used to create the depictions is drawing 
with a black pencil over limestone (n=29) and calcite (n=2).
The relation between the size and the depictions: all the big depictions (n=3) can be seen 
from an upright position, most of the medium sized depictions, 12 out of 13, can also be 
seen from an upright position, and that also is valid for small representations (12 out of 15). 
Only three small depictions can be seen leaning and one medium sized can be seen sitting, 
crouching or kneeling.
7KHUHODWLRQVEHWZHHQWKHᚏJXUHVDUHYDULHGSDQHOVDQGDUHLVRODWHG
depictions that constitute a single panel (22,5%). On the other hand, the rest of the panels 
DUHFRPSRVHGE\GHSLFWLRQV UHODWHG WRHDFKRWKHUPRVW IUHTXHQW UHODWLRQ LV MX[WDSRVLWLRQ
which appears in 51% of the cases (n=16), followed by intersection in eight cases (25,8%) 
ZHGRQRWᚏQGLQ/DV0RQHGDVDQ\FDVHVRIVXSHULPSRVLWLRQ
:HFDQᚏQGVRPHGLᚎHUHQFHVLIZHFRPSDUHWKHSRVLWLRQVDFTXLUHGWRH[HFXWHWKHGHSLFWLRQV
WR WKHHDVLHUSRVLWLRQ WRYLVXDOL]H WKHP2QHᚏJXUH WKDWZDV WUDFHGZLWKDQHOHYDWLRQFDQ
EHVHHQIURPDQXSULJKWSRVLWLRQWHQᚏJXUHVWKDWZHUHH[HFXWHGOHDQLQJIRUZDUGFDQDOVR
EH YLVXDOL]HG LQ DQ XSULJKW SRVLWLRQ ᚏIWHHQ H[HFXWHG LQ DQ XSULJKW SRVLWLRQ FDQ DOVR EH
SUHIHUHQWLDOO\VHHQIURPDQXSULJKWSRVLWLRQ2QWKHRWKHUKDQGWKUHHᚏJXUHVWKDWZHUHWUDFHG
squatting, kneeling or sitting can be best seen leaning forward and one traced in an upright 
position can be seen sitting, crouching or kneeling (Fig.12.34). 
5HJDUGLQJ WKHPD[LPXPYLVXDOL]DWLRQDUHDZHFDQGLᚎHUHQWLDWH W\SHVRIVSDFHV UDQJLQJ
IURPPWRPDGLᚎHUHQWQXPEHURIREVHUYHUVFRXOGEHH[SHFWHGIRUYDULRXVSDQHOV
The only panel that can be seen at the same time by more than 20 people is panel 11, highly 
visible due to its technique and its placement in a more open space. The next level is panels 
that can be seen by more or equal to 10 people at the same time, in this case, there are four 
panels 16, 2, 4 and 5. All of them located in the space in front of the entrance of the cave 
which is the second biggest space of the gallery. From 6 to 8 people at the same time could 




a more reduced area of maximum visualization due to the fact that it is located at a low point 
LQUHODWLRQWRWKHᚐRRUPDNLQJLWPRUHOLPLWHG3DQHOVDQGFDQEHVHHQDWPRVWE\
four people at the same time, located in various positions the space in front of them is more 
limited and thus is their visibility, in this category are included the two panels that are hidden 
from plain sight (6 and 7). And lastly the more limited from this point of view is panel 15, 
which can be seen only by three people at once due to the reduced space in front of it and 
WKHVL]HRIWKHSDQHO,QFRQFOXVLRQWKHUHDUHWKUHHGLᚎHUHQWW\SHVRIVSDFHV7KHᚏUVWSDUWRI
the gallery that can house at most ten people that could simultaneously see panels 2, 4 and 
5 and, turning around, could see panel 16. Both sides of the gallery would constitute another 
type of space, more restricted, that could be seen between eight and three people due to 
the more limited space. Finally, the biggest space of the cave that houses panel 11 that can 
accommodate up to 24 people at the same time. 
Taking into account the point of optimal visualization space is more restricted ranging from 
PWRP7KHᚏJXUHVFDQEHVHHQRSWLPDOO\E\DWPRVWᚏYHSHRSOHIRUSDQHOE\
three or four people in four cases (panels 2,4,8,12 and 16) and by one or two people in seven 
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/RFDOL]DFLyQ*HRJUi¿FD
La cueva de Covalanas se localiza en el municipio de Ramales de la Victoria. Su boca se 
abre en la ladera SW del Monte Haza o Pando con una orientación NW, sus coordenadas 
UTM, según el Datum 89, son Huso 30 X=463.282 Y=4.788.141, su altura sobre el nivel del 
mar es de 320 m (Fig.13.1). 
El acceso actual a la cavidad se puede hacer a través de dos vías. Por un lado, desde el núcleo 
urbano de Ramales de la Victoria, donde nace el antiguo Camino Real, y por otro desde la 
1HQHOSXQWRNLORP«WULFRWRPDQGRHOGHVY¯RTXHLQGLFDODFXHYDGH&RYDODQDVHO
SDUNLQJGHYLVLWDQWHVFRQVWLWX\HHOSXQWRᚏQDOGHO&DPLQR5HDODQWHVPHQFLRQDGR$OOOHJDUDO
parking hay que subir por una pista construida por los Camineros durante los años 50 para 
IDFLOLWDUODVYLVLWDVWXU¯VWLFDVHVWDSLVWDWHUPLQDHQODERFDGHODFXHYD
6HHQFXHQWUDHQXQYDOOHSRUHOTXHGLFXUUHHOU¯R*£QGDUDHQOD]RQDHQODTXHFRQᚐX\H
con el Carranza formando el río Asón, en una zona clave que une la Cornisa Cantábrica 
con la Meseta. Su localización, a unos 18 km de la costa, en un lugar estratégico, permitiría 
el acceso a los grupos prehistóricos que poblaron la zona a variados recursos terrestres y 
marinos en un único día de camino. La visibilidad de la cueva es buena desde el punto más 
EDMRGHOYDOOHSRUHOTXHSDVDOD&DUUHWHUD1DFLRQDO/DERFDVHVLW¼DSRUHQFLPDGHODJUDQ
boca de El Mirón (Fig.13.2). 
'HVFULSFLyQGHODFDYLGDG\JHRORJtD
La cueva de Covalanas está compuesta por un vestíbulo de dimensiones reducidas. Al 
fondo de este vestíbulo parten dos galerías, a la izquierda la conocida como Galería de la 
Música y a la derecha la Galería de las Pinturas. Este vestíbulo se tapió durante los años 50 
y en él se instalaron dos puertas de seguridad que dan acceso a cada una de las galerías. 
Desconocemos la morfología de la Galería de la Música debido a que no accedimos a ella 
GXUDQWHORVWUDEDMRVGHFDPSR/D*DOHU¯DGHODV3LQWXUDVSDUWHGHOH[WUHPRGHOYHVW¯EXOR
\WUDVDSHQDVಬPHQGLUHFFLµQ1:6(ODJDOHU¯DJLUD|KDFLDODL]TXLHUGDSRQL«QGRVH
en paralelo a la Galería de la Música, en dirección WSE-NE. A partir de ese momento la 
galería tiene un recorrido lineal durante aproximadamente 75 m hasta que se bifurca en dos 
estrechos galerías que progresivamente se hacen impracticables. La galería tiene algunos 
SHTXH³RVJLURVSU£FWLFDPHQWHLQVLJQLᚏFDQWHV$DSUR[LPDGDPHQWHPODJDOHU¯DVHKDFH
ligeramente más ancha durante escasamente 10 m formando una especie de sala estrecha, 
Fig. 13.1. Localización de la cueva de Covalanas Fig. 13.2. Vestíbulo de la cueva de Covalanas
Blanca Ochoa Fraile
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)LJ7RSRJUDI¯DGH ODFXHYDGH&RYDODQDV\GHWDOOHGHO£UHDHQ ODTXHVH ORFDOL]DQ ODVJUDI¯DV PRGLᚏFDGRGH
GARCÍA-DIEZ, EGUIZABAL, 2003)
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aunque geológicamente se trate de la continuación de la galería. Tras 10 m se vuelve a 
estrechar adquiriendo aproximadamente las mismas dimensiones que el conducto previo y va 
estrechándose gradualmente al continuar la galería. Tras aproximadamente 20 m la galería 
VHFRQYLHUWHHQXQFRQGXFWRDHVWDPLVPDDOWXUDSDUWHGHO ODGR L]TXLHUGRRWURFRQGXFWR
de características similares, tras solo 5 m se bifurca partiendo un nuevo conducto hacia la 
L]TXLHUGDHVFRPSOHWDPHQWHUHFWLO¯QHRGXUDQWHPWUDVORVFXDOHVJLUD|ELIXUF£QGRVHGH
nuevo y terminando a los pocos metros. El conducto que aparece a la derecha está separado 
SRUXQODPLQDGRUHQOD]RQDFHQWUDOVXWU£QVLWRHVFRPSOLFDGRGDGDVODVGLPHQVLRQHVTXH
presenta, su longitud es de aproximadamente 7 m hasta que desaparece el laminador. Tras 
el mismo, el conducto continúa hasta 10 m después (Fig.13.3). 
La galería se caracteriza por ser bastante uniforme en anchura, el punto más ancho es en el 
LQLFLRFRQP\HOP£VHVWUHFKRHQHOᚏQDOGHODJDOHU¯DFRQPVLQHPEDUJRODDQFKXUD
más habitual ronda los 2,5-3 m. La altura se mantiene bastante estable, frente a la estrechez 
GHODFXHYDODDOWXUDHVPHGLDDOWDFRQODH[FHSFLµQGHORVFRQGXFWRVᚏQDOHV/DDOWXUDHQ
el inicio de la galería ronda los 3-4 m, en la zona media alcanza 5,3 m en la parte más alta 
(una chimenea), aunque en general se sitúa en torno a los 4,5 m. 
La cueva de Covalanas se caracteriza por ser bastante seca en la actualidad. En la primera 
SDUWHGHODFXHYDKDVWDDSUR[LPDGDPHQWHPODFDOL]DVXSHUᚏFLHHVW£HQDYDQ]DGRHVWDGR
de descomposición presentando una coloración blanquecina y una textura aterciopelada 
TXHVHDVHPHMDDOPRRQPLON7UDVHVWRVSULPHURVPHWURVODFDOL]DDSDUHFHPX\DJULHWDGD
y se vuelve de color grisáceo-amarillo con fósiles. Puntualmente aparecen recrecimientos 
calcíticos de diverso tipo como coladas sobre la pared o simples recrecimientos y velos 
VREUHODURFDHQFDMDQWHHQDOJXQDVRFDVLRQHVDSDUHFHQH[XGDFLRQHVURMDVQDWXUDOHVTXHVH
hacen difíciles de distinguir frente a las marcas intencionales. En lo que hemos mencionado 
previamente que tiene apariencia de sala dado que la galería se hace ligeramente más 
ancha –la falsa sala–, se han formado dos columnas estalagmíticas y en la pared derecha 
aparecen coladas. 
Covalanas se caracteriza por tener un recorrido bastante plano aunque, hasta alcanzar el 
área en la que la galería se hace más ancha, presenta una ligera pendiente descendente. 
Tras aproximadamente 46 m el suelo se estabiliza siendo horizontal hasta unos 14 m 
después, donde se registra una pendiente ascendente que hoy en día se salva gracias a la 
presencia de una serie de escalones construidos durante los años 50. Tras alcanzar el punto 




septiembre de 1913, en el marco de las prospecciones que estaban llevando a cabo ambos 
en esta zona de Cantabria y Vizcaya. Durante los siguientes días ambos comenzaron el 
estudio de la cavidad. Los primeros apuntes los publica Alcalde del Río en Las Pinturas y 
Grabados de las Cavernas Prehistóricas de Santander (1906). En esta publicación ya se 
hace referencia a los numerosos trazos negros situados en la parte anterior de la cavidad y a 
las representaciones de época paleolítica entre las que destaca la técnica utilizada. Además 
VHSXEOLFDQODSULPHUDWRSRJUDI¯D\ORVSULPHURVGLEXMRVGHODVUHSUHVHQWDFLRQHVGHODFXHYD
El primer estudio completo de Covalanas se publica en Les Cavernes de la Region Cantabrique 









años. Durante este amplio margen de tiempo Covalanas aparece mencionada con frecuencia 
HQ HVWXGLRV FURQROµJLFRV \ HVWLO¯VWLFRV %5(8,/  SS ದ /(52,*285+$1
1965, pp. 277–278), catálogos de arte parietal (GONZÁLEZ-ECHEGARAY & GONZÁLEZ-
SAINZ, 1994) y otros estudios, aunque estos siempre toman como referencia el estudio 
publicado en 1911. 
En 1988 varios miembros del Departamento de Ciencias Históricas de la Universidad de 
Cantabria, A. Moure, C. González-Sainz y M. González-Morales, plantean una nueva 
LQYHVWLJDFLµQGHODVFDYLGDGHVGH&RYDODQDV\/D+D]DFRQHOREMHWLYRGHDQDOL]DUDPERV
FRQMXQWRVDWUDY«VGHODVQXHYDVPHWRGRORJ¯DVGLVSRQLEOHVHQORVD³RV6HOOHYDURQD
cabo nuevas topografías y se hizo una prospección de las paredes localizando algunas 
manifestaciones desconocidas hasta la fecha (MOURE, GONZÁLEZ-SAINZ, & GONZÁLEZ-
MORALES, 2000).
Como consecuencia de este estudio se publicaron tanto un artículo (MOURE, GONZÁLEZ-
MORALES, & GONZÁLEZ-SAINZ, 1990) como una monografía (MOURE, GONZÁLEZ-
SAINZ, & GONZÁLEZ-MORALES  HQHVWH FDVRHQ FRQMXQWR FRQHO HVWXGLRGH OD
cueva de La Haza. Ambas incluyen antecedentes de la investigación, la descripción de la 
cavidad y las representaciones, con fotografía y calco de cada una de ellas, además de su 
ORFDOL]DFLµQHQHOGLVSRVLWLYRSDULHWDO)LQDOPHQWHVHKDFHXQDYDORUDFLµQGHFRQMXQWRTXH
en la monografía se hace con los resultados obtenidos en ambas cavidades.
Casi una década después, en 1997, en el marco de su tesis doctoral, M. García Diez 
 OOHYDDFDERQXHYRV WUDEDMRVGHFDPSRHQ ODFDYLGDGFRQWDQGRFRQ ODD\XGDGHO
guía de la cueva, J. Eguizabal, con el que publica los resultados en forma de una nueva 
monografía algunos años después (GARCÍA-DIEZ & EGUIZABAL  (O REMHWLYR GH
esta actuación era revisar los motivos, realizar nuevos calcos y fotografías (GARCÍA-DIEZ, 
SDUDDQDOL]DUORVGDWRVREWHQLGRVHQFRQMXQWRFRQORVSURYHQLHQWHVGHRWUDVFDYLGDGHV
con arte parietal en la cuenca del Asón. La monografía incluye la descripción detallada 
GH ODVᚏJXUDVFDOFRV\ IRWRJUDI¯DV WRPDGDVSRU36DXUDDGHP£VGHFRPSOHWRVDQ£OLVLV
estadísticos para las variables de temática, técnica, disposición sobre el soporte, formatos 
de representación, tipometría, etc. Además, se discuten las dataciones obtenidas a partir 
de dos técnicas diferentes, Series de U y C14 AMS, y se hace una valoración cronológica 
GHO FRQMXQWR(VWDVGDWDFLRQHVDEVROXWDV IXHURQREMHWR GHGRVSXEOLFDFLRQHVHQ UHYLVWDV
FLHQW¯ᚏFDVXQDHQUHODFLµQDODREWHQLGDPHGLDQWHVHULHVGH8BISCHOFF, GARCÍA-DIEZ, 
GONZÁLEZ-MORALES, & SHARP, 2003) y otra sobre el arte esquemático-abstracto, en la 
que se presenta esta datación y se discute la cronología de esta supuesta corriente artística 
MXQWRFRQRWUDVGDWDFLRQHVREWHQLGDVHQPDUFDVVLPLODUHVGARCÍA-DIEZ & GONZÁLEZ-
MORALES, 2003).
Finalmente, en las últimas dos décadas Covalanas ha sido estudiada en el marco de 
algunas tesis doctorales (GARATEHERNANDO-ÁLVAREZ, 2014) y se ha incluido en 
numerosos catálogos sobre arte paleolítico, entre los que destaca el publicado por ACDPS 
(GONZÁLEZ-SAINZ, 2010). 
0RGL¿FDFLRQHVHVSDFLDOHV
Alcalde del Río et al. (1911) mencionan que la entrada de la Galería de Las Pinturas era 
HQVXLQLFLRDOJREDMDORTXHREOLJDEDDHQWUDUHQFRUYDGRVLQHPEDUJRSRFRDSRFRP£V
adelante el techo sube permitiendo caminar cómodamente. 
/DVPRGLᚏFDFLRQHVRFXUUHQGXUDQWHODG«FDGDGH\FRQVLVWLHURQVHJ¼QORSRFRTXH
conocemos gracias a Ripoll (1952), en la construcción de una carretera para acceder a la 
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cueva, el cierre de ambas galerías con un muro, y una puerta de hierro en cada una de ellas 
\HOUHEDMHGHOVXHORVLQP£VLQGLFDFLRQHV$GHP£VVHSURFHGLµDODHOLPLQDFLµQPHF£QLFD




& EGUIZABALMOURE ET AL., 1991). También se instalaron, en esta misma zona dos 
escalones y, en el inicio de la galería, un sistema de recogida de aguas (Fig.13.4). 
(YLGHQFLDVDUTXHROyJLFDV
La primera mención que aparece acerca de la existencia de restos arqueológicos es en 
1906. Alcalde del Río llevó a cabo unas calicatas en las que no localizaron yacimiento 
arqueológico, solo hallaron “3 o 4 pequeños núcleos de sílex mal tallados y sin forma 
determinada” (ALCALDE DEL RÍOS6LHUUDHVXQSRFRP£VHVSHF¯ᚏFR
DFHUFDGHORVWUDEDMRVOOHYDGRVDFDERUHᚏUL«QGRVHDGHP£VGHORVUHVWRVO¯WLFRVDUHVWRV
µVHRVFRUUHVSRQGLHQWHVDRVRFLHUYR\MDEDO¯\XQIUDJPHQWRFHU£PLFR(QORVPLVPRV
DXWRUHV MXQWR D%UHXLO WDPEL«QKDFHQ UHIHUHQFLD D H[FDYDFLRQHV DXQTXHGHVFRQRFHPRV
si son las mismas o si se llevaron a cabo más calicatas. Hacen referencia al hallazgo de 
algunos cantos y fragmentos de cerámica (ALCALDE DEL RÍO ET AL., 1911, p. 22). Se 
desconoce dónde se localizan actualmente estos materiales.
Hasta la década de 1950 carecemos de nuevas noticias acerca del depósito arqueológico. 
Durante las obras de acondicionamiento, encargadas por el Patronato de Cuevas 
3UHKLVWµULFDVGHOD3URYLQFLDGH6DQWDQGHUD*DUF¯D/RUHQ]RVHUHEDMDHOVXHORGHODHQWUDGD
que, según Ripoll (1952), carecía de yacimiento. Según García Diez y Eguizabal (2003, pp. 
ದHVWRVWUDEDMRVVXSHUYLVDGRVSRU&DUEDOORWXYLHURQWDPEL«QODᚏQDOLGDGGHORFDOL]DU








En 1986 M.J. Carayon publica un canto grabado, según la autora proveniente de las 
excavaciones de Alcalde del Río, con un ave, dos posibles équidos, un serpentiforme, 
un antropomorfo, una forma triangular y diversas líneas que asocia a un ciclo Auriñaco-
Perigordiense de Breuil (CARAYON, 1986). García-Diez y Eguizabal (2003) ponen en duda 
el origen antrópico de los grabados mencionados y la precisión del calco publicado por 
Carayon.
3RU¼OWLPR0RXUHHWDOPHQFLRQDQODH[LVWHQFLDGHXQFRQMXQWRGHSLH]DVGHODFXHYD
de Covalanas en el Museo de Prehistoria de Cantabria cuya estratigrafía es desconocido. 
6HWUDWDGHDOJXQDVODVFDV\KRMDVGHV¯OH[\GRVUDHGHUDVODWHUDOHV\DOJXQRVUHVWRVµVHRV
de varias especies. Consideran como probable origen de estos materiales la entrada de 
ODFXHYDSHURHOUHEDMHHIHFWXDGRHQODG«FDGDGHORVGHOVLJOR;;LPSLGHFRQRFHUOD
localización exacta y si realmente existió un depósito arqueológico. 
)LHOGZRUN
We studied Covalanas during 2012 for four working days (approximately 24 hours). Fieldwork 
VWDUWHG ZLWK DQ HYDOXDWLRQ RI WKH FDYH DQG WKH SUHOLPLQDU\ GHWHUPLQDWLRQ RI WKH GLᚎHUHQW
topographic units and the panels. We reviewed all the areas where rock art had been found. 
We also examined the cave walls to analyse the rock surface and to describe and determine, 
to our knowledge, the geological formation of the cave. All this work was supported by the 
assistance of J. Eguizabal, one of the guides of the cave, who pointed towards the areas 
where some pigment marks had been located, and who helped us during the prospection 
part of the cave when it was needed. 
7KHᚏUVWKDOIRIWKHFDYHKDVWZRGLᚎHUHQWNLQGVRIPDUNLQJVWKDWZHH[DPLQHGDQGGHFLGHG
to leave out of this study because of their unknown chronology, taking into consideration the 
expertise and the analysis of previous researchers. These are black marks, very abundant 
MXVW DIWHU WKH ᚏUVW P RI WKH FDYH DQG SURJUHVVLYHO\PRUH IUHTXHQW DGYDQFLQJ WRZDUGV
WKHLQWHULRUWKH\DUHORFDWHGPRVWO\LQWKHXSSHUSDUWRIWKHOHIWZDOODQGWKHFHLOLQJᚏUVWO\
and then, limited to the left wall. They reach the Palaeolithic decorated area and, though 
they were “deleted”, some of them can still be seen. These black tracks were considered 
“schematic-abstract art” but have been dated, in this case, to the Middle Ages. There are also 
QXPHURXVYLROHWPDUNLQJVLQWKHᚏUVWKDOIXSXQWLODERXWPLQWKHOHIWZDOODQGSRVLWLRQHG
at a low height (less than a meter), they are mostly irregular. Its origin is unknown, and thus 
we decided not to consider them in our analysis. 
5RFNDUWHQVHPEOH(Fig.13.5)
7.1 TOPOGRAPHIC UNIT 1




assez reserré [...]” (sixty meters of narrow itinerary), which would probably mean that, at 
PRVWPRIWKHᚏUVWSDUWUHTXLUHGEHLQJWUDQVLWHGHLWKHUOHDQLQJIRUZDUGRUFURXFKLQJGRZQ
Once reached the part where the gallery becomes wider and creates a “false” chamber, at 
52 m from the entrance, the transit would have been easier and very similar to what it is 
QRZDGD\V,QWKLVDUHDWKHFKDQJHVZRXOGKDYHEHHQOLPLWHGWRDᚐRRUOHYHOOLQJXQWLOWKHᚏQDO
SDUWRIWKHJDOOHU\DWDERXWPIURPWKHHQWUDQFHZKHUHWKHᚐRRUZHQWXSDVORSH'XULQJ
the works, two stairs were installed to facilitate transit. 
7KHJDOOHU\LVDFRQGXFWZLWKDFRQVLVWHQWZLGWKZLWKWZRH[FHSWLRQVWKHᚏUVWPDQGWKH
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ಯIDOVHFKDPEHUರPIURPWKHHQWUDQFHERWKDUHZLGHUWKDQWKHPHGLD7KHPD[LPXPZLGWK
is 4,9 m but in general, it is around 2 m. The total length of the gallery is 90 m from start to 
HQG7KHGHFRUDWLRQVWDUWVDWDERXWPIURPWKHHQWUDQFHDQGUHDFKHVWKHᚏQDOSRLQWVRI
the gallery. 
7KH WUDQVLW WKURXJK WKH WRSRJUDSKLF XQLW LV YHU\ HDV\ WKH DFFHVV LV VLQJOH DQG WKH RQO\








that, the next three panels are in a succession on both walls. After panel four the gallery 
QDUURZVGRZQDQG WKHᚏJXUDWLYHGHSLFWLRQVGLVDSSHDU1H[W WKUHHSDQHOVDUHRQ WKH ULJKW
ZDOOSDQHOLVRQWKHFHLOLQJDQGSDQHOVDQGLQDELIXUFDWLRQDWWKHHQGRIWKHJDOOHU\
As mentioned above, some non-diagnostic archaeological remains were recovered in the 
entrance area in the 1950s. No archaeological artefacts were found in the proximity of the 
graphic units. Topographic unit 1 can be characterized as an open space since it can hold 
more than three people at once. Nonetheless, the space, as we will explain subsequently, is 
very limited in the area where panels 7 to 12 are located. The total area is around 240 square 
meters.  
Panel 1
It is positioned on the wall at a medium-low height, located on a protuberance of the wall on 
ERWKRILWVVLGHV7KHYHUWLFDOGLVWDQFHIURPWKHJUDSKLFXQLWWRWKHᚐRRULVFP7KHURFN





sloped, but it was levelled down between 30 and 10 cm. 
7KHJUDSKLFXQLWLVQRQᚏJXUDWLYHVKDSHGE\WZROLQHVORFDWHGRQERWKVLGHVRIWKHFRQYH[LW\
They are at the same height and show a similar composition. For this  reason we decided to 
consider it a single unit rather than two separate lines. In addition, the technique is the same, 
traced by a single outline with a red pigment pencil. The position the artist had to acquire to 
draw it was upright. 
The access to this panel is easy following the main path of the gallery walking in an upright 
position. Visibility is low due to its rather low position and its size. Proximity is very important 
to visualize it. Only with a frontal position it is possible to see the two lines at the same time. 
Area of maximum visualization is around 6,3 square meters, making it possible, theoretically, 
for 12 people to see it at the same time, but the height and the size would not allow so 
many people, reducing the number to, at least, half. Point of optimal visualization is the area 
immediately in front of it, which takes about 1,1 square meters and, thus, is optimal for two 
people watching at the same time (Fig.13.6). 
Panel 2
It is located on the left wall of the cave at a medium height about 42 m from the entrance. 
7KHSDQHOFRPSULVHVDVLQJOHJUDSKLFXQLW,WVYHUWLFDOGLVWDQFHWRWKHᚐRRULVFP7KH
depiction is positioned in a convexity on the wall. The rock surface is grey limestone, which 
LVYHU\FUHYLFHGDQGVRPHZKDWFRDUVHGXHWRWKLV,WLVKDUGDQGFRQYH[LQJHQHUDO7KHᚐRRU
EHORZWKHSDQHOLVVOLJKWO\VORSHGLQDQLQZDUGGLUHFWLRQLWZDVPRGLᚏHGLQWKLVDUHDVLQFHLW




The access to this panel is easy continuing forward from the previous panel for about 5 metres. 
Visibility is low due to the small size of the depiction. The area of maximum visualization is 
TXLWHELJDERXWVTXDUHPHWHUV$VLQWKHFDVHRIWKHSUHYLRXVSDQHOWKHVHᚏQGLQJVDUH
theoretical, due to the small size of the panel. Probably, it could be seen at most by six people 
at the same time. Point of optimal visualization is reduced to that immediately in front of the 




on a concave panel facing towards the spectator compose the panel. The vertical distance 
IURPWKHJUDSKLFXQLWVWRWKHᚐRRUUDQJHVEHWZHHQDQGFP7KHURFNVXUIDFHLVJUH\
limestone, quite creviced and with a lot of small holes, generated by dissolution, distributed 





with a very simple scheme, but the theme is very easily recognizable. The same happens 
ZLWKWKHVHFRQGJUDSKLFXQLWZKLFKLVMX[WDSRVHG,WLVDQRWKHUKLQGLQZKLFKRQO\WKHXSSHU
part was drawn possibly due to the lack of space. Both of them are very similar from a 
VW\OLVWLFSRLQWRIYLHZWKHWHFKQLTXHLVWKHVDPHVLQJOHRXWOLQHZLWKRXWDQ\GHWDLOVH[HFXWHG
E\ GUDZLQJ E\ ᚏQJHU LPSUHVVLRQV VRPHWLPHV SDUWLDOO\ VXSHULPSRVHG DW WLPHV VHSDUDWHG
leaving a blank space between the dots. The position the artist(s) had to acquire to draw the 
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Figure 13.6. Panel 1. Location and depiction






part can be transited fully in an upright position. Visibility is excellent due to the big size 
RIWKHᚏJXUHVWKHRULHQWDWLRQRIWKHSDQHODQGWKHSRVLWLRQLQDQDUURZSDUWRIWKHJDOOHU\
which would mean that the panel was almost impossible to pass through without seeing the 
depictions. Area of maximum visualization is not very big because of the available space in 
WKHJDOOHU\DQGWKHQDUURZLQJ MXVWEHIRUHWKHSDQHOVFLUFXPVWDQFHVWKDWSUHYHQWVHHLQJ LW
from afar. It is around 2,6 square meters which would mean it could be seen by more than 
ᚏYHSHRSOHVWDQGLQJ3RLQWRIRSWLPDOYLVXDOL]DWLRQFRQVLVWVRIWKHDUHDLPPHGLDWHO\LQIURQWRI
it, which is around 1 square meter and thus limited to two people at the same time (Fig. 13.8). 
Panel 4 
,WLVORFDWHGRQWKHULJKWZDOORIWKHFDYHMXVWWZRPHWHUVIURPWKHSUHYLRXVSDQHO,WLVDODUJH
surface with similar characteristics that spans for about 5,6 m. The panel is located on the wall 
at a wide variety of heights that span between medium-low and high. The vertical distance 
IURP WKHJUDSKLFXQLWV WR WKHᚐRRU UDQJHV IURPFPDQGFP7KHSDQHOFRPSULVHV
ᚏIWHHQJUDSKLFXQLWVERWKᚏJXUDWLYHDQGQRQᚏJXUDWLYH7KHURFNVXUIDFHWKDWFRQVWLWXWHVWKH







the head and the neck, one on the central part of the body and the last in the inguinal crease. 
Juxtaposed to it there is another hind (4.6), smaller and simpler, also complete and with the 
head looking up. It also has a marked inguinal crease. Just beside the rear quarters of this 
last hind, there are two more intersecting hinds (4.7, 4.8) opposing each other, one facing 
to the left and the other facing to the right. Both are incomplete and limited to the upper half. 
6HSDUDWHGE\DELJFUHYLFHWKHUHDUHWZRPRUHKLQGᚏJXUHVERWKFRPSOHWHSRVLWLRQHGLQ
WKHGLUHFWLRQGHWHUPLQHGE\WKHURFNVXUIDFH|DQGWKHSRVLWLRQRIWKHFUHYLFHVDURXQG
7KHᚏUVWRQH ORFDWHGLQWKHXSSHUSDUW LVVLPSOHU7KHIURQW OHJVZHUHQRWGHSLFWHG
0HDQZKLOHWKHRQHLQWKHORZHUDUHDLVFRPSOHWHDQGKDVDQLQWHULRUᚏOOLQJEHWZHHQ
the scapula and the belly. At approximately the same height as 4.10, there is a simple, but 
very big, hind depiction (4.11), limited to the upper part, with an open mouth. Separated by 
DQRWKHUELJFUHYLFH LV WKH ODVWDVVHPEODJHRIᚏJXUHVRI WKHSDQHO7KHᚏUVWRQH LVDYHU\
detailed horse (4.12), complete but for the frontal legs, depicted in a very big format. It was 
GUDZQZLWKDORWRIGHWDLOVVXFKDVWKHH\HWKHQRVWULOWKHPDQHDQGDZLGHQHGMDZWKHOHJV
DQDWRP\YHU\FOHDUO\UHSUHVHQWHGZLWKWKHKRRIWKHHUJRWDQGᚏQDOO\DUDLVHGWDLO-XVWEHORZ
the rear legs there is a very small colorant concentration (4.13) and in front of its head an 
ensemble of hinds: similarly executed, limited to the upper part in two cases (4.14,15) and to 
the head in two other cases (4.17, 18). Below 4.15 a simple line was traced (4.16). The last 
representation of the panel is a colorant concentration, rectangular in the upper part and less 
GHᚏQHGLQWKHORZHU
7KHWHFKQLTXHXVHGLQDOOWKHᚏJXUDWLYHJUDSKLFXQLWVLVGUDZLQJZLWKUHGSLJPHQWE\GLJLWDO
VWDPSLQJ$V LQ WKHSUHYLRXVSDQHO WKHGLVWULEXWLRQRI WKHGRWVYDULHVDPRQJᚏJXUHVDQG
LQVLGHWKHVDPHᚏJXUHIRUWKHGLᚎHUHQWSDUWV,QJHQHUDOWKHGRWVDUHMX[WDSRVHGDQGHYHQ
sometimes superimposed, but in others there is a space between the dots leaving a small 
EODQNDUHD7KHLQWHULRUᚏOOLQJDQGWKHGHWDLOVZHUHH[HFXWHGXVLQJWKHVDPHWHFKQLTXH,Q
general it was traced with a simple outline with the exception of the horse (4.12), in which 
WKHUHDUTXDUWHUVWKHWDLOWKHFURXSWKHPDQHWKHMDZDQGWKHWKURDWZHUHH[HFXWHGZLWK








the artist had to acquire was varied depending on the height Most of the drawings were 
traced in an upright position: the higher ones could be done in an upright position, whereas 
the lower ones needed either to be leaning forward or crouching. 
7KHDFFHVVLVHDV\ZDONLQJIRUZDUGWKURXJKWKHJDOOHU\9LVLELOLW\LVYHU\KLJKWKHᚏJXUHVDUH
quite big and the spatial features of the gallery make almost impossible not to see the graphic 
XQLWVZKLOHSDVVLQJE\7KHOHQJWKRIWKHSDQHOPDNHVLWGLᚑFXOWWRVHHLWFRPSOHWHZLWKDQ
excellent perspective. Area of maximum visualization spans the whole gallery space around 
WKHSDQHO LW LVVTXDUHPHWHUVZKLFKZRXOGPHDQDWPRVWSHRSOHDW WKHVDPHWLPH
ZDWFKLQJSDUWVRIWKHSDQHO3RLQWRIRSWLPDOYLVXDOL]DWLRQLVGLᚑFXOWWRDVFHUWDLQLWLVDOPRVW
impossible to see the panel as a whole without deformities because of the lack of space 
LQWKHJDOOHU\'XHWRWKLVUHDVRQZHGHᚏQHGWZRGLᚎHUHQWRSWLPDOYLHZVGLYLGLQJWKHSDQHO
between 4.11 and 4.12 creating two distinct views. The one on the left is 0,8 square meters 
PHDQLQJRQO\WZRSHRSOHVWDQGLQJZRXOGKDYHWKHRSWLPDOYLHZWKHULJKWRQHLVVTXDUH
meters meaning at most three people at the same time (Fig. 13.9). 
Panel 5
It is located on the left wall in front of panels 3 and 4. As panel 3, it is oriented towards 









legs. On the one hand, the rear area was not completed because of the shape of the rock, 
which completes it without need of lines (substitution). On the other hand,  the dorsal line 
was traced following the line of the rock (integration). In the neck-chest line, two divergent 
lines were traced using it as a starting point. Below its ventral line and its mouth, there is 
DQHQVHPEOHRI ᚏYHGRWVDQGDVLQJOHGRW UHVSHFWLYHO\7KH WHFKQLTXHXVHG WR WUDFH WKH
JUDSKLFXQLWLVGUDZLQJZLWKUHGSLJPHQWE\GLJLWDOVWDPSLQJWKDWLWLVFORVHO\MX[WDSRVHGDQG
intersecting/superimposing in most cases with both a simple (horns, cervical line, neck-chest, 
IURQWDOOHJVDQGFURXSDQGDGRXEOHRXWOLQHKHDGMDZEHOO\UHDUOHJVGRUVDOOLQH7KHOLQHV
that start in the chest were traced with pigment pencil and a simple outline. The dots were 
also executed by digital stamping. The position the artist had to acquire was upright for all 
the graphic units of the panel. 
The access is easy, as in previous panels. Visualization, as we previously said, is very high 
GXHWRWKHVSDWLDOFRQVWULFWLRQVRIWKHJDOOHU\WKHVL]HRIWKHᚏJXUHVDQGWKHJHQHUDORULHQWDWLRQ
of the panel. Area of maximum visualization is around 5,5 square meters meaning at most 11 
SHRSOHVWDQGLQJSRLQWRIRSWLPDOYLVXDOL]DWLRQLVLPPHGLDWHO\LQIURQWRIWKHSDQHODQGOLPLWHG
to an area around 1m which would mean two to three people standing at the same time (Fig. 
13.10).
Panel 6
It is located about a meter to the right from the previous panel, on the wall at a medium 
KHLJKW7KUHHᚏJXUDWLYHJUDSKLFXQLWVFRPSRVHWKHSDQHO7KHYHUWLFDOGLVWDQFHEHWZHHQWKH
GHSLFWLRQVDQGWKHᚐRRUUDQJHVEHWZHHQDQGFP7KHURFNVXUIDFHLV\HOORZJUH\
limestone, quite creviced with some thin calcite veils over it. The panel is oblique in relation to 









7KHGHSLFWLRQVDUHSRVLWLRQHG LQDFROXPQVWDUWLQJ IURP WKHKLJKHVWRQH LW LVDFRPSOHWH
EXWVLPSOHᚏJXUHRIDKLQG,WLVELJDQGSODFHGDWD|DQJOHLQUHODWLRQWRWKHᚐRRU$OPRVW




depicted, and the neck was drawn in a weird position. These characteristics have led some 
authors to consider it a partial anthropomorphic (GARCÍA-DIEZ, EGUIZABAL, 2003 p.61). 
7KHWHFKQLTXHXVHGZDVYDULHGWKHWZRKLQGVZHUHGUDZQZLWKUHGSLJPHQWDQGE\GLJLWDO
stamping. In the upper one the distance between the dots is quite wide in some parts, leaving 
a blank space, more obvious in the lower half. For the second hind, the technique is similar, 
with less attention to detail in the lower half and superimposed dots in the rest. Both were 
executed with a simple outline except for the ventral part of the hind, which was traced with 
a double outline. The aurochs was also traced by digital stamping, but its preservation does 
QRWDOORZDPRUHLQGHSWKLGHQWLᚏFDWLRQ7KHSRVLWLRQWKHDUWLVWVKDGWRDFTXLUHWRH[HFXWH
WKHᚏJXUHVZDVXSULJKWSRVVLEO\OHDQLQJIRUZDUGVOLJKWO\IRUWKHDXURFKVRQH
The access to the panel is easy following the same path as for previous panels. It is 
LPPHGLDWHO\SRVLWLRQHG LQ IURQW RI SDQHO 9LVLELOLW\ LV KLJKGXH WR WKH VL]HRI WKH ᚏJXUHV
and the position of the panel. Nonetheless, its orientation does not allow to see it well until 
UHDFKHGWKHSRLQWZKHUHWKHᚏJXUHVDUHSRVLWLRQHG$UHDRIPD[LPXPYLVXDOL]DWLRQLVDURXQG
2,8 square meters due to the lack of space in the gallery, meaning six people at the same 
time. Point of optimal visualization, as per usual, is limited to the area immediately in front 
of it and restricted to 0,5 square meters meaning one or two people at most with an optimal 
view (Fig. 13.11). 
Panel 7






attested by the presence of black track marks beside the graphic unit. 
The unit is a small round dot, probably executed drawing by digital stamping. There are also 
some remains of colorant around it. The position the artist had to acquire to execute the dot 
was leaning forward or maybe crouching, due to the narrowness of the gallery at this point. 
The access to this area requires going forward the main path of the gallery. Just after panels 
4 and 6, there would have been an upward slope that now has been substituted by steps. 
After reaching the uppermost part of the gallery, the slope turns downwards and the gallery 
QDUURZVGRZQVLJQLᚏFDQWO\9LVLELOLW\ LVYHU\ORZGXHWRWKHVL]HRIWKHJUDSKLFXQLW LWV ORZ
position on the wall and the general lack of space. Nowadays, it cannot be seen unless looking 
attentively to the walls. Area of maximum visualization and point of optimal visualization is 
the same due to these constraints. It is around 0,5 square meters and, thus, limited to a 
single person either leaning forward or crouching down (Fig. 13.12). 
Panel 8
It is located on the right wall, approximately 2,5 m from the previous panel. It is positioned 
on a large concavity on the wall, though the graphic unit is on a protrusion of a crevice. 
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7KHYHUWLFDOGLVWDQFHIURPWKHJUDSKLFXQLWWRWKHᚐRRULVFP7KHURFNVXUIDFHLVJUH\
limestone heavily creviced and with abundant holes around it. It is concave, smooth and 
KDUGLWVSUHVHUYDWLRQLVJRRGLQJHQHUDOEXWLWKDVEHHQVOLJKWO\UXEEHGRᚎGXHWRLWVSRVLWLRQ
7KHᚐRRULVJHQWO\VORSHGQRPRGLᚏFDWLRQVWRRNSODFHLQWKLVSDUWRIWKHFDYH
The single, isolated, graphic unit that composes the panel is a small red pigment colorant 
concentration. The technique is unknown due to the reduced surface, but, probably, was 
executed by digital means. The position the artist had to acquire to trace it was either leaning 
forward or crouching down. 
The access to the panel is the same as for the previous one, continuing forward. The gallery 
NHHSVQDUURZLQJGRZQ9LVLELOLW\LVYHU\ORZGXHWRGLᚎHUHQWFRQGLWLRQVWKHODFNRIVSDFHWKH
KHLJKWRIWKHXQLWWRWKHᚐRRUDQGLWVVL]H7RVHHWKHSDQHOLWLVQHFHVVDU\WRUHDFKWKHSRLQW
from where it was traced and either crouch or lean forward. The maximum visualization area 
and point of optimal visualization are, thus, very reduced, due to the mentioned constraints. 
Both are around 0,5 square meters and limited to a single person (Fig. 13.12). 
Panel 9













they were traced by digital means, however. The position the artist had to acquire to trace 
them was leaning forward for the highest one and crouching for the lower one. Both red 
PDUNVDUHMX[WDSRVHG
The access is easy continuing through the same path as the previous panel. The visibility 
is very low for the same reasons of the previous panels: they are low on the wall and there 
is not enough perspective to see them. In conclusion, as in previous panels, the maximum 
visualization area and point of optimal visualization is the same for both depictions and limited 
to a zone of about 0,5 square meters and, thus, fora single person either leaning or crouching 
down (Fig. 13.12). 
Panel 10 
It is located both on the wall and on a chimney that starts on the ceiling. It is positioned at 
about a meter after the previous panel. The panel comprises various pigment concentrations 
WKDWFDQEHFODVVLᚏHGDVWZRJUDSKLFXQLWV7KHYHUWLFDOGLVWDQFHIURPWKHJUDSKLFXQLWVWR
WKHᚐRRUUDQJHVEHWZHHQFPDQGFP7KHURFNVXUIDFHLVDVLQWKHSUHYLRXVSDQHO
YDULHG7KHᚏUVWJUDSKLFXQLW LV ORFDWHG LQD WXEH WKDWVWDUWVRQ WKHFHLOLQJ7KHVXUIDFH LV
concave, in general. It is grey limestone, hard and smooth, with thin crevices. The second 
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7KHSDQHOFRPSULVHVVHYHUDOFRORUDQWFRQFHQWUDWLRQVFODVVLᚏHGLQWZRGLᚎHUHQWJUDSKLFXQLWV





The access to this panel is the same as for previous ones going forward inside the gallery 
DQG MXVW EHIRUH WKH ᚏQDO ELIXUFDWLRQ DQG QDUURZLQJ 9LVLELOLW\ LV YHU\ ORZ DV LQ WKH WKUHH
previous panels, for the same reasons: the lack of space, the size of the depictions and their 
position on the wall/ceiling. Area of maximum visualization is inexistent for the two depictions 
RIWKLVSDQHOERWKJUDSKLFXQLWVKDYHWREHORRNHGDWLQGLᚎHUHQWSRVLWLRQV7KXVDVDVLQJOH
point of optimal visualization is not possible, one for each has to be designated and they 
will be limited to the space in front of the units and restricted to a single person, given the 
constraints mentioned above (Fig. 13.13) 
Panel 11
It is located after the bifurcation of the gallery on two small and short conducts, that are the 
natural prolongation of the gallery. The one that opens up on the right side is where Panel 
 LV ORFDWHGSRVLWLRQHGRQ WKH OHIWZDOODWD ORZKHLJKW$VLQJOHQRQᚏJXUDWLYHJUDSKLF
XQLWFRPSRVHVWKHSDQHO7KHYHUWLFDOGLVWDQFHIURPWKHXQLWWRWKHᚐRRULVFP7KHURFN
VXUIDFHLVOLPHVWRQHJUH\EURZQFRYHUHGQRZDGD\VLQDZDWHUODPLQDUᚐX[WKDWPLJKWKDYH
dispersed the pigment around the surface. The surface is sinuous, hard and slightly coarse, 
GXHWRWKHSUHVHQFHRIPLFURFRQFDYLWLHV7KHᚐRRUEHORZWKHSDQHOLVVOLJKWO\VORSHGDQGWKH
space is very limited. 
The single graphic unit of the panel is a small pigment concentration, its shape reminds of a 
GLDPRQGDQGWKXVZHFODVVLᚏHGLWDVDVLJQ7HFKQLTXHLVGUDZLQJLQUHGZLWKRXWSRVVLELOLW\
of being much more precise due to preservation issues. The position the artist had to acquire 
was probably crouching down. 
The access to the panel only requires going forward towards the end of the gallery, taking 
the right conduct. Visibility is very low due to the same constraints of the last panels and the 
visualization is only possible from immediately in front of the depiction. Area of maximum 
visualization and point of optimal visualization are the same and it is limited to a person 
crouching down (Fig. 13.13). 
Panel 12
,WLVORFDWHGRQWKHFRQGXFWRQWKHOHIWVLGHᚏQDOELIXUFDWLRQRIWKHJDOOHU\,WLVSRVLWLRQHGRQ





through without touching the walls. 
The graphic unit is a small and simple colorant concentration, executed by drawing with red 
SLJPHQW7KHPHDQVDUHGLᚑFXOWWRDVFHUWDLQ7KHSRVLWLRQWKHDUWLVWKDGWRDFTXLUHLQRUGHU
to execute it was probably crouching down. 
The access is easy going forward into the gallery following the same path described in 
previous topographic units. Visibility is very low due to the lack of space, its size and position 
on the wall. Point of optimal visualization and area of maximum visualization are the same 
and limited to immediately in front of the depiction and, thus, as in previous panels, it is 
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7.2 TOPOGRAPHIC UNIT 2
It is constituted by an alcove separated from the main gallery by a wall and several limestone 
RYHUKDQJV7KHODWWHUFUHDWHVDGLᚎHUHQWVPDOODUHDRSHQWRWKHJDOOHU\RQERWKVLGHVVLQFH
geologically, it is a pressure tube. The access is quite easy, at 88,5 meters from the entrance 
DQG WKXV LWFDQEHFRQVLGHUHGVKRUWZLWKRXWDQ\GLᚑFXOW\ WKHᚏUVWPUHTXLUHGEHLQJ
transited either leaning forward or even crouching. Once reached the part where the gallery 
becomes wider and creates a false chamber, 52 m from the entrance, the transit would have 






The unit comprises a narrow passage in which it is possible to stand up. On the left side, 
WKHUH LVD UDLVHGᚐRRUD OHGJHRIDERXWFPKLJKHDV\ WRDFFHVVFOLPELQJXSZDUGV
Maximum width is 1,4 m, but it is less than 0,5 m in the narrowest point. Its maximum length 
is 5,4 m. The height to the ceiling is around the same of the main gallery, meaning on the 
SODWIRUPLWLVSRVVLEOHWRZDONXSULJKW7KHSDQHOVDUHGLVWULEXWHGRQERWKZDOOVWKHᚏUVWRQH
is on the left wall, immediately in front of the entrance area. The second one is positioned 
in front of it, on the opposite wall. Both panels are in the access area and over the platform 
zone. Finally, the third panel is on the same wall as panel 1 but entirely over the ledge. 
No archaeological remains were found in this topographic unit. The lack of sediments in the 
area probably means that, if there were any, they have either disappeared or never existed. 
Topographic unit 2 can be characterized as an open space, since three or more people can 
be inside at the same time. The total area is about 4 square meters. However, it can be 
considered restricted taking into account the visualization: so many people inside such a 
narrow space, would prevent some people to see some of the depictions. 
Panel 1




65 cm. The rock surface is limestone, its colour varies depending on the area among grey, 
\HOORZDQGRUDQJHGHVSLWHWKHSUHVHQFHRIFUHYLFHVLW LVTXLWHVPRRWKKDUGDQGVLQXRXV







the right, whereas the second is facing it, looking towards the left. Similarly to the previous 
one, it is complete but for the frontal leg, which, in this case, seems not to have been drawn, 
whereas, in the one on the left, it seems to have disappeared. Regarding format, it is smaller 
DQGFDQEHFODVVLᚏHGDVPHGLXPVL]HG,WGRHVQRWKDYHDQ\GHWDLOV&ORVHO\MX[WDSRVHGWR
WKHUHDUTXDUWHUVRIWKHVHFRQGKLQGDUHWKHWKUHHQRQᚏJXUDWLYHGHSLFWLRQV7KHᚏUVWRQH
LVDTXDGULODWHUDO VLJQ ZLWK WKHVLGHVVOLJKWO\ FXUYHG  VRPHFHQWLPHWUHVEHORZ





the thickness varies in order to modulate it. The small lines (1.5) were executed by dragging 
WKHᚏQJHUVLWZDVLPSRVVLEOHIRUXVWREHPRUHVSHFLᚏFUHJDUGLQJWHFKQLTXHRIWKHVLJQV
GXH WR WKHLUGHᚏFLHQWSUHVHUYDWLRQ7KHSRVLWLRQ WKHDUWLVWKDG WRDFTXLUHZDVSUREDEO\
FURXFKLQJGRZQIURPWKHSODWIRUPDW OHDVWIRUWKHPDMRULW\ LW LVSRVVLEOHWKDWWKHᚏUVWKLQG
ZDVH[HFXWHGIURPWKHᚐRRUUDWKHUWKDQIURPWKHUDLVHGᚐRRU
7KHDFFHVVWRWKHSDQHOLVHDV\DIWHUUHDFKLQJWKHWRSRJUDSKLFXQLWRQFHLQVLGHLWLVQHFHVVDU\
to climb up the ledge, but since it is not very high, it is quite easy. Visibility is good once 
HQWHUHGWKHXQLWDQGIDFLQJWKHZDOOWKHQRQᚏJXUDWLYHSDUWRIWKHSDQHOFDQQRWEHVHHQHDVLO\
VWDQGLQJRQWKHᚐRRU7KHSDQHOFDQPRUHHDVLO\DQGFRPSOHWHO\EHVHHQIURPWKHSODWIRUP
Area of maximum visualization is 1,4 square meters and, thus, limited to three people, both 
from the central area and from the platform. On the other hand, point of optimal visualization 
LVIURPWKHSODWIRUPDQGLQDVLWWLQJRUFURXFKLQJSRVLWLRQWRVHHWKHᚏJXUHVSURSRUWLRQHG7KH
area is 0,5 square meters and limited to a single person (Fig. 13.14).
Panel 2
It is located on the wall in front of the entrance point to the topographic unit. The panel 
FRPSULVHVDVLQJOHᚏJXUDWLYHJUDSKLFXQLW,WLVSRVLWLRQHGDWDKLJKOHYHOWKHYHUWLFDOGLVWDQFH
IURPWKHJUDSKLFXQLWWRWKHᚐRRULVFP7KHURFNVXUIDFHWKDWFRQVWLWXWHVWKHEDVHRIWKH




took place in this area. 
7KHVLQJOHGHSLFWLRQ LVDQDOPRVWFRPSOHWHᚏJXUHRIDKLQG 7KH UHDU OHJVZHUHQRW
depicted for unknown reasons: the surface is very similar to the one on the rear half but 
there is not any rest of pigment. The technique used is drawing with red pigment by digital 
VWDPSLQJLQWKLVFDVHWKHGRWVDUHYHU\FORVHO\MX[WDSRVHG,WKDVDVFDSXODUVHJPHQWDQG
WKHPDQGLEXODUDUHDFRQQHFWVZLWKWKHGRUVDOOLQH7KHH\HZDVDOVRUHSUHVHQWHGWKHWDLOLV
a prolongation of the dorsal line. 
The access to this panel is very easy, the same as for the two other panels of the unit and 
following the path described to reach it. Visibility is quite good and with the adequate lighting, 
it can be seen from the gallery if the observer is positioned in front of the access point. 
Nonetheless, the lack of space makes the area of maximum visualization quite restricted, 
OLPLWHG WR  VTXDUHPHWHUV DQG WKXV IRU  SHRSOH DW WKH VDPH WLPH SRLQW RI RSWLPDO
visualization is in front of the depiction below the entrance point, reduced to a single person 
(0,5 square meters) standing (Fig. 13.15).
Panel 3 
It is located on the same wall as the previous panel, but entirely on the platform area and 
LVRODWHGIURPWKHKLQGᚏJXUH7KHSDQHOFRPSULVHVIRXUQRQᚏJXUDWLYHJUDSKLFXQLWV7KHSDQHO
is positioned between a medium and a low height. The vertical distance from the graphic 
XQLWVWRWKHᚐRRURIWKHOHGJHUDQJHVEHWZHHQFPDQGFP7KHURFNVXUIDFHLVJUH\
OLPHVWRQH7KHIDFWWKDWWKHSDQHOLVVRPHZKDWELJLPSOLHVWKDWWKHUHDUHVOLJKWGLᚎHUHQFHV






ᚏUVWRQH LVDQHQVHPEOHRI OLQHV  WKDWPLJKWKDYHFRQIRUPHGDVLJQ ,WVSUHVHUYDWLRQ
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Figure 13.15. Panel 2. Location, general view and depiction
Blanca Ochoa Fraile
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SUHYHQWV EHLQJ DQ\ PRUH VSHFLᚏF EXW DURXQG WKHUH DUH PDQ\ SLJPHQW UHPDLQGHUV WKDW
LQGLFDWHWKDWSDUWRIWKHXQLWKDVGLVDSSHDUHG/HVVWKDQᚏYHFPWRWKHOHIWEXWDERXWFP
below, there is the next depiction, a triangular sign (3.8). To the left of both depictions is the 
QH[WDOVRDQHQVHPEOHRIOLQHVWKDWPLJKWKDYHFRQVWLWXWHGDᚏJXUDWLYHGHSLFWLRQSRVVLEO\




down for each line. The position the artist(s) had to acquire varied depending on the height 
RIWKHGHSLFWLRQ)RUWKHᚏUVWDQGODVWJUDSKLFXQLWVVWDQGLQJXSULJKWLVWKHPRVWSUREDEOH
whereas the other two were traced either leaning forward or crouching down. 
The access is the same as for panel 1. Once reached the topographic unit, it requires climbling 
WRWKHSODWIRUP9LVLELOLW\LVYHU\ORZDQGLWLVQHFHVVDU\WREHXSWKHOHGJHWRYLVXDOL]HWKHP
LWLVQRWSRVVLEOHWRVHHWKHPIURPWKHᚐRRURIWKHJDOOHU\GXHWRWKHGLVSRVLWLRQRIWKHZDOO
Area of maximum visualization is only 0,9 square meters, due to the general lack of space 
inside the tube, meaning the panel could be seen at most by two people standing at the same 
time. Point of optimal visualization is almost the same but restricted to a person in the central 
part (Fig. 13.16).
7.3 TOPOGRAPHIC UNIT 3
It is constituted by a very narrow gallery that starts at the same point where the topographic 
XQLWQDUURZVFRQVLGHUDEO\GRZQRQWKHULJKWVLGH,WVRULHQWDWLRQLVGLᚎHUHQWIURPWKHRQH
in the topographic unit 1, and, thus, we have decided to consider it to be another unit. The 
access to reach this part of the cave is very similar to the one followed to reach the previous 
topographic unit since its entrance is barely a couple of meters before the narrow gallery 
starts. The path can be characterized as easy. It is located at 90 meters from the entrance, 
DQGLWFDQEHFRQVLGHUHGVKRUWZLWKRXWPXFKGLᚑFXOW\WKHᚏUVWPRIWKHᚏUVWSDUWUHTXLUHG
being transited either leaning forward or even crouching. Once reached the part where the 
gallery becomes wider and creates a false chamber, 52 m from the entrance, the transit 
would have been easier and very similar to what it is nowadays. In this area, the changes 
ZRXOGKDYHEHHQ OLPLWHG WRDᚐRRU OHYHOOLQJXSXQWLO WKHᚏQDOSDUWRI WKHJDOOHU\DERXW
P IURP WKHHQWUDQFHZKHUH WKHᚐRRUZHQWXSDVORSH'XULQJ WKHZRUNV WZRVWDLUVZHUH
installed to facilitate transit. To reach this unit, it is necessary to climb the stairs and take 
the left conduct. Once reached the higher point, there is a slight downward slope that leads 
)LJXUH3DQHO/RFDWLRQJHQHUDOYLHZDQGGHSLFWLRQV$%&'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LQWRDELJJHUVSDFH WKHQD IHZPHWHUVDIWHU WKHJDOOHU\ELIXUFDWHVDJDLQ7KHUH LVDOVRD
very narrow conduct on the left and a gallery separated, in the central part, by a limestone 
VODEZKLFKFUHDWHVWZRFRQGXFWVWKDWOHDGLQWRWKHᚏQDODUHDRIWRSRJUDSKLFXQLWRQH1RQH




stairs that help to go up the sloped area, once reached the uppermost part. It seems the 
space would have been very limited since a very extensive excavation took place lowering 
down about 1 m of sediment in the slope and the wider area of the gallery for about 40-50 cm.
7KHJDOOHU\LVDERXWPDWLWVZLGHVWSRLQWE\PORQJJRLQJXQWLOWKHQH[WELIXUFDWLRQ
it starts in the same direction as the main gallery, but quickly changes its orientation taking 
a SE direction. No archaeological remains were found in this unit and, due to the extensive 
changes in its morphology, probably any existing rests were removed and have been lost. 
Topographic unit 3 can be characterized, in general, as an open space since it is about 3,7 
square meters but the panel is quite restricted, not allowing as many people around them. 
Panel 1
The panel is located in the gallery that constitutes topographic unit 3, in one of the widest 
areas of the unit. It is positioned high on the wall nowadays, but if we consider the excavation 
WKDWWRRNSODFHLWZDVWUDFHGDWDPHGLXPKHLJKW,WFRPSULVHVDVLQJOHᚏJXUDWLYHJUDSKLF
XQLW7KHYHUWLFDOGLVWDQFHWRWKHᚐRRU LVFPFPFRQVLGHULQJWKHH[FDYDWLRQ7KH





SRLQWV WRZDUGVDQHTXLGDH UHSUHVHQWDWLRQDQGZHFODVVLᚏHG LWDVDKRUVHEHFDXVHRI WKH
shape of the mane. Only the upper part, without a head, was depicted. The technique used 
WRH[HFXWH LWZDVGUDZLQJZLWK UHGSLJPHQW WKHPHDQVDUHGLJLWDOVWDPSLQJ WKHGRWVDUH
intersecting or superimposed in the mane area, where there are probably two rows. On the 
hind quarters, the dots are more sparse and separated leaving a blank space in-between. 
7KHSRVLWLRQWKHDUWLVWKDGWRDFTXLUHWRGUDZWKHᚏJXUHZDVSUREDEO\XSULJKWJLYHQWKHPRVW
SUREDEOH KHLJKW IURP WKH GHSLFWLRQ WR WKH ᚐRRU XQIRUWXQDWHO\ ZH GR QRW NQRZ WKH H[DFW
morphology of the area immediately before the panel. 
7KHDFFHVVSUREDEO\ZDVHDV\EXW JLYHQ WKHPRGLᚏFDWLRQVZHDUHQRW VXUHEHFDXVH LW
might have required crouching down or even walking on the knees in the access to the unit. 
Visibility is excellent once reached the wider area of the gallery. The depiction is big, and its 
colour stands out against the rock surface. Nonetheless, the general lack of space makes 
WKHPD[LPXPYLVXDOL]DWLRQDUHDDQGWKHSRLQWRIRSWLPDOYLVXDOL]DWLRQTXLWHUHGXFHGWKHᚏUVW
one is only 1 square meter, meaning 2 or 3 people at most, and the second one is limited to 





(ALCALDE DEL RÍO ET AL., 1911, p. 211). In the scheme proposed, they include the cave 
in the Second Phase, comparing it with the caves of La Haza, Pindal, Salitre and El Castillo, 
due to a similar style and, in some cases, technique. The next in-depth chronological analysis 
is by Moure et al. (1990). They make clear the lack of solid arguments to date the depictions 
EXWKRZHYHUPDNHDSURSRVDO7KHᚏUVW LGHDWKH\UHPDUNLVWKHLPSUHVVLRQRIV\QFKURQ\
of the cave’s depictions from a spatial, topographical, technical and stylistic points of view. 
They conclude that the cave gives the impression of having been executed in a short period 
of time, if not a single moment. The chronological frame they suggest is an intermediate 
moment of Leroi-Gourhan’s Style III, the same they propose for La Haza and Arenaza caves. 
1RQHWKHOHVVLQ&RYDODQDVWKHGHSLFWLRQVLQFOXGHLQWHULRUᚏOOLQJVWKDWZHUHDOVRGHSLFWHGLQ
La Pasiega A, which has been considered more evolved than the previous examples. Style 
III has been linked with the Solutrean and up until the end of the lower Magdalenian (From 
20k BP to 14k BP). 
García-Díez and Eguizabal (2003) also express the lack of solid arguments to date the 
ᚏJXUHVDQGWKHIXUWKHUGLᚑFXOW\RIGDWLQJWKHPLQDJLYHQSHULRG7KH\GLVFDUGWKHSRVVLELOLW\
WKDWWKHGHSLFWLRQVSHUWDLQWR6W\OH,9GXHWRWKHVXSHULPSRVLWLRQRIᚏJXUHVRIWKDWVW\OHLQ
Llonín and La Pasiega B, which would mean the ensemble would be contemporary or older 
WKDQWKHᚏQDO6ROXWUHDQDQGWKHORZHU0DJGDOHQLDQ&RQVLGHULQJDOVRWKDWWKHUHGGHSLFWLRQV
are below the engravings of Altamira-El Castillo type hinds, which are dated clearly in the 
Lower Magdalenian, the assemblage of Covalanas could be considered Premagdalenian.
The cave of Covalanas has never been closed after the Palaeolithic and, pondering other 
DUJXPHQWVZHZLOOHODERUDWHKHUHDIWHUWKHFDYHKDVEHHQXVHGGXULQJGLᚎHUHQWSHULRGVRI
time in the Middle Ages and probably by shepherds quite recently. As far as we know, none 
of the depictions have been covered by sediments that have been dated, the extraction of 
VHGLPHQWVGXULQJWKHQLQHWHHQᚏIWLHVWRRNSODFHZLWKDYHU\EDVLFDUFKDHRORJLFDOFRQWURODQG
Figure 13.17. Panel 1. Location, general view and depiction




Some of the depictions have calcite deposits over them, one was dated by the U Series 
PHWKRGWKRXJKWKHUHVXOWRQO\DOORZVFRQᚏUPLQJWKHDXWKHQWLFLW\RI WKHGHSLFWLRQVVLQFHLW
dates from the Iron Ages (Table-Annex). Other methods cannot date the red depictions, but 
WKHEODFNWUDFNVLQWKHᚏUVWSDUWRIWKHFDYHZHUHVDPSOHGWRGDWHE\&$06REWDLQLQJD
result that dates back to the Middle Ages (Table-Annex).
Regretfully, the lack of arguments means that we have to rely on style to approach the 




Taking into account the style of the hinds, they depict very similar stylistic traits: ears arranged 




drawing by digital stamping. The horses and the aurochs do not have parallelisms, but some 
of them have the same characteristics we see in the hinds ensemble, such as quartering in 
the scapular area and the same technique. They also have a common feature: the broadened 
maxilla that appears both in the horse 4.12 and in the aurochs 5.20. The details are in all 
cases reduced to the depiction of the eye and in one or two cases the ventral line or the legs.
In conclusion, the style of most of the depictions is very similar, both in the hind ensemble 
and in relation to other depictions. As previous authors already expressed, we also consider 
that the ensemble has a very low internal variability. However, it is impossible to discern if 
the ensemble was executed in one or several phases. There are two possibilities: that it was 
executed over a long period of time in which the variability is very low or in a short period of 
time in cultural terms.  
At this point we can only draw an exterior, portable art, parallelism with a secure date: the 
$QWROL³DNRNREDSHEEOH$*8,55(*21=/(=6$,1=	$*8,55(GHSLFWV
a hind with very similar stylistic traits to those of the painted hinds: straight parallel ears, 
triangular head and the presence of a laryngeal prominence. This engraved pebble has been 
dated in a Gravettian context that has yielded two dates: 31,347–30,853 calBP and 31,156–
30,650 calBP (GARCÍA-DIEZ & OCHOA, 2012a, 2012b, 2015).
In conclusion, Covalanas cave art ensemble has a style that has traditionally been linked 





The ensemble of Covalanas is mainly positioned in the gallery, starting already in the dark 
SDUWRIWKHFDYHDWPIURPWKHHQWUDQFH$IWHUWZRVLPSOHSDQHOVZLWKDQRQᚏJXUDWLYH
JUDSKLFXQLWVWDUWVDGHQVHHQVHPEOHRIᚏJXUDWLYHXQLWVSODFHGRQERWKZDOOV7KHQDERXW
P IURP WKHEHJLQQLQJ RI WKH ᚏJXUDWLYH HQVHPEOH RI WRSRJUDSKLF XQLW  LV WKHHQWUDQFH





graphic units. A very narrow gallery opens up on the left side of the bifurcation constituting 
WRSRJUDSKLFXQLWLQWKLVJDOOHU\WKHUHLVRQO\RQHJUDSKLFXQLWLQDVLQJOHSDQHODQGFRQWLQXHV
without any decoration. 
7KHOLJKWLQJ LQDOO WRSRJUDSKLFXQLWVKDVWREH LQDOOFDVHVDUWLᚏFLDOVLQFHWKHHQWUDQFH LV
IDU0RVWRIWKHJUDSKLFXQLWVDUHSRVLWLRQHGLQWKHPDLQSDWKRIWKHFDYH78DOORIWKH
ones placed in topographic unit 2 and 3 have fewer depictions –ten units in TU2 and one 
XQLWLQ78ದZKRVHORFDWLRQFDQEHFODVVLᚏHGDVVHFRQGDU\$OOWKHWRSRJUDSKLFXQLWVFDQ
EHFKDUDFWHUL]HGDVRSHQVLQFHDOORIWKHPFDQKROGWKUHHRUPRUHSHRSOHDWWKHVDPHWLPH
nonetheless, we have to put it in context. Topographic unit 1 is very big, but the spaces in 
IURQWRIWKHSDQHOVGRQRWDOORZPDQ\SHRSOHDURXQGIURPSDQHORQZDUGVWKHVSDFHDURXQG
WKHSDQHOVLVUHVWULFWHGKRZHYHUDVDZKROHWKLVXQLWFDQVWLOOEHFRQVLGHUHGRSHQ2QWKH
other hand, topographic units 2 and 3 are very restricted regarding space, and, only with all 
their surfaces, they can hold more than three people who would prevent the visualization of 
the panel. Thus, the purpose is lost so they are, in fact, restricted spaces. 
The panels are distributed on the walls with only one exception, namely panel I.10, located 
in the ceiling. Once reached the point where panel 3 is positioned, the decoration is almost 
FRQWLQXRXVDQGWKHDXWRPDWLFFLUFXODWLRQWRVHHWKHᚏJXUHVKDSSHQVIURPWKHHQWUDQFHᚏUVW
panel 3, followed by 5, 4 and 6. In front of panel 4 is the entrance to topographic unit 2, which 
can be overlooked if the visitor  does not know it is there. The same happens with panels 7 to 
DQGWRSRJUDSKLFXQLWVLQFHWKHJDOOHU\QDUURZVGRZQVRPXFKWKHLUYLVXDOL]DWLRQPLJKW
be conditioned by the knowledge of the cave. Going back towards the entrance, the panels 
Figure 13.18. Transit and itinerary PRGLᚏHGIURP*$5&$',(=(*8,=$%$/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that are facing the gallery are less prominent but can also be seen in both ways.
Transit through the gallery can be characterized as very comfortable, but need a couple of 
explanations: we do not know the exact morphology of the entrance. The works during the 
VFKDQJHGWKHYHVWLEXODUDUHDZLWK WKHDGGHGGLᚑFXOW\RI UHFRQVWUXFWLQJ WKHSRVVLEOH
sedimentation that occurred after the Palaeolithic. This part, according to Alcalde del Río 
et al., was more restricted and possibly had to be transited leaning forward or crouching. 
2QFHUHDFKHGZKDWZHKDYHFDOOHGWKHಯIDOVHFKDPEHUರWKHPRGLᚏFDWLRQVDUHOLPLWHGWRD
OLJKWWUDQVLWUHFWLᚏFDWLRQDQGWKXVWKHDUHDZKHUHPRVWRIWKHHQVHPEOHLVORFDWHGUHPDLQV
the same. The entire central gallery can be transited walking upright. Also, the entrance to 
WRSRJUDSKLFXQLWFDQEHGRQH LQDQXSULJKWSRVLWLRQ WKHQ WRH[HFXWHSDQHODQGWUDFH
and see panel 3 it is necessary to climb the ledge, which is about 1,25 cm high. For panels 
7 to 12 of topographic unit 1, it is possible to transit walking upright, but it is a very narrow 
space that does not allow many movements. Regarding topographic unit 3, the access was, 
once again, changed, and we do not know exactly how it was, but once in front of panel 
1, it is possible to stand upright. In general Covalanas and all its decorated areas can be 
considered comfortable to transit.
3DQHOV,,DQG,,,DUHLVRODWHGEXWWKHUHVWRIWKHSDQHOVDUHMX[WDSRVHGWRRQHDQRWKHU




the end of topographic unit 1 (I.9 and I.10). Intersection only appears in depictions I.4.7 and 
8 (Fig. 13.18). 
In Covalanas, the rock surface used for the panels is limestone (n=44). Only one depiction 
is partially positioned over calcite covering. The disposition of the graphic units in relation to 
WKHᚐRRULVYHUWLFDOLQPRVWFDVHVQ +RZHYHULQWKUHHFDVHVLWLVVXEYHUWLFDO
(6,8%), and only one graphic unit is in a horizontal position, the ceiling, (2,3%). The colour 
varies between grey (52,3%) and yellow (45,5%). Only in one case, it is white (2,3%). Rock 
texture is, in general, smooth (n=39, 88,6), despite the abundant crevices present in the rock 
VXUIDFH2QO\LQᚏYHFDVHVLWFDQEHFRQVLGHUHGFRDUVH7KHSUHIHUUHGURFNVKDSH
LVLQJHQHUDOᚐDWEXWLWLVVLQXRXVLQHOHYHQFDVHVFRQFDYHLQVL[
and convex in two cases (4,5%). The rock is characterized, as we previously mentioned, by 
crevices that appear clearly in 30 cases out of 44 (68,2%). In 10 cases, the presence of small 
KROHVLVPRUHLPSRUWDQWWKDQWKHFUHYLFHVDQGᚏQDOO\ LQIRXUFDVHVWKHUHDUHQR
remarkable features on the rock surface (Fig. 13.19).
7KHYHUWLFDOGLVWDQFHIURPWKHJUDSKLFXQLWVWRWKHᚐRRUUDQJHVEHWZHHQFPDQGFP
The most frequent is the range between 130 and 220 cm. These heights imply that the artist(s) 
would have been in an upright position (n=23, 53,5%), while drawing. This position is closely 
IROORZHGE\OHDQLQJIRUZDUGQ DQGᚏQDOO\DVLWWLQJFURXFKLQJNQHHOLQJSRVLWLRQ
is most probable in two cases (4,5%). Visualization position is limited to two positions, either 
upright, which is the most frequent, in 32 cases, i.e.  72,73%, and leaning forward, in 12 
cases, i.e. 27,27% (Fig. 13.20). 
Regarding the theme, the most frequent are the cervidae ensemble, with 19 depictions of 
hinds (43,2%), followed by colorant concentrations (n=10, 22,7%) and signs in general (n=8, 
18,2%) with various categories as dots, quadrilateral signs, line ensembles, and a triangle. 
The line category has four graphic units (9,1%) and the bovinae –aurochs– and equidae 
–horse– are represented by two and one case, respectively (4,5% and 2,3%) (Fig. 13.22). 
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The technique is, in all cases, drawing with red pigment, but the means vary. The most 
frequent is digital, in 27 cases (61,4%). Pigment pencil was used in four cases (9,1%). In 13 
FDVHVGXHWRSUHVHUYDWLRQLVVXHVWKHPHDQVDUHXQNQRZQ,QJHQHUDOWKHᚏJXUHV
ZHUHH[HFXWHGZLWKDVLPSOHRXWOLQHQ EXWᚐDWZDVKHVRISDLQWZHUHXVHGLQ
FDVHV  )LJ 5HSUHVHQWDWLRQ IRUPDW LV LQGHWHUPLQDEOH LQ WKHQRQᚏJXUDWLYH
HQVHPEOH)RUWKHᚏJXUDWLYHHQVHPEOHWKHPRVWIUHTXHQWLVWKHUHSUHVHQWDWLRQRIWKH
ZKROHᚏJXUHQ IROORZHGE\WKHXSSHUSDUWQ WKHKHDGQ 
DQGᚏQDOO\ WKHIURQWDOSDUW LQRQHFDVH)LJ7KHVL]HRI WKHGHSLFWLRQV LV
either medium or small, in 19 and 18 graphic units, respectively (43,2% and 40%), but big 
and very big are also in occurrence, in four and three cases, respectively (9,1% and 6,8%) 
)LJ :LWKRXW WDNLQJ LQWR DFFRXQW WKH QRQᚏJXUDWLYH HQVHPEOH OHYHOOLQJ LVPRVWO\
|Q IROORZHGE\|LQᚏYHFDVHVDQG|LQRQO\WZRFDVHV
Orientation is mostly left (n=15, 34,1%), followed by right (n=6, 13,6%), and interior, in only 
one case (2,3%). 
Only a few depictions of Covalanas were executed taking into account the shape and form 
of the rock surface. Partial and total frame appear in two cases each (4,5%). In other two 
depictions, there is rock incorporation, one on the complete aurochs, and one in a hind: in 
both cases, the rock surface substitutes the part in question (4,5%) (Fig. 13.24).
7KHDUHDRIPD[LPXPYLVXDOL]DWLRQRIWKHGLᚎHUHQWSDQHOVUDQJHVEHWZHHQVTXDUHPHWHUV
and 0,5 square meters. Four panels can be seen by between ten and fourteen people at the 
same time –I.2, I.1, I.4, I.5–. These are highly visible panels, but the general lack of space 
OLPLWVWKHLUFDSDFLW\%HWZHHQWHQDQGᚏYHSHRSOHFDQZDWFKSDQHOV,DQG,DQGWKHUHVW
RIWKHSDQHOVದ,,,,,,,,,,,,,ದFDQEHVHHQE\OHVVWKDQᚏYHSHRSOH
at the same time. Point of optimal visualization is much more restricted: the maximum, at the 
VDPHWLPHLVWKUHHSHRSOHIRUSDQHO,WKHUHVWFDQEHVHHQRSWLPDOO\E\RQHRUWZRSHRSOH
(Fig. 13.26).
Figure 13.19. Rock surface








Figure 13.24. Frame and rock incorporation
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/RFDOL]DFLyQJHRJUi¿FD
/D FXHYD GH 3RQGUD VH ORFDOL]D MXQWR D 9HQWD /DSHUUD VLWXDGD HQ HO O¯PLWH HQWUH ODV
comunidades de País Vasco y Cantabria, y Pondra, ambas depende de el municipio de 
Ramales de la Victoria. Sus bocas se abren en la ladera SO de las Peñas del Ranero, con 
XQDRULHQWDFLµQ2\6VXVFRRUGHQDGDV870VRQVHJ¼QHO'DWXP+XVR; 
Y=4.789.368 y su altitud sobre el nivel del mar es de unos 200 m (Fig 14.1). 
(ODFFHVRDFWXDODODFDYLGDGVHKDFHGHVGHHOQ¼FOHRGH9HQWD/DSHUUDVLWXDGRMXQWRDOD
carretera CA-150 en el punto kilométrico 596. Desde la Venta se puede ver la gran boca 
de la cueva de Venta Laperra, que se encuentra al mismo nivel que las cuevas de El Arco 
y Pondra. Para llegar a Pondra hay que adentrarse en los prados que se sitúan frente a la 
PLVPD)LJGHVGHHVWHSXQWRKD\TXHVXELUKDVWDODSDUWHP£VDOWDGHORVSUDGRV\
continuar bordeando el acantilado por senderos de cabras durante aproximadamente 550 m 
para alcanzar la boca de la cavidad. Dependiendo de la época del año hay mayor o menor 
vegetación por lo que el acceso puede ser más o menos sencillo.
El nombre de la cueva se debe a que cerca hay un pequeño núcleo de casas llamado 
3RQGUD$GHP£VGHHVWDFXHYDKD\YDULDVFDYLGDGHVN£UVWLFDVFROPDWDGDVTXHMXQWRDODV
cuevas de El Arco y las que se encuentran en el País Vasco –El Polvorín, Venta Laperra y 
(O5LQFµQದUHᚐHMDQODLPSRUWDQWHNDUVWLᚏFDFLµQGHOD]RQD
'HVFULSFLyQGHODFDYLGDG\JHRORJtD (Fig 14.3)
La cueva de Pondra se abre en la ladera SO de las Peñas de Ranero. Se trata de una 
antigua surgencia fósil (GONZÁLEZ-SAINZ & SAN MIGUEL, 2001) localizada al mismo nivel 
que las cuevas de El Arco. Se trata de una cavidad de grandes dimensiones, bastante 
lineal con una direccionalidad E-O y aproximadamente 130 m de desarrollo. Cuenta con 
dos entradas, una de ellas de grandes dimensiones (11 m de longitud). Tras 64 m de 
UHFRUULGRVHSURGXFHXQKXQGLPLHQWRGHOVXHORDXQQLYHOLQIHULRUJHQHUDQGRXQDEDMDGD\
la aparición de testigos del antiguo nivel superior a ambos lados del suelo. A esta misma 
altura se produce un leve giro de la galería, que toma una dirección ligeramente NO durante 
aproximadamente 40 m. En este punto se hace especialmente patente el fenómeno que 
mencionamos previamente. Finalmente, a aproximadamente 110 m de la entrada, tras una 
pendiente bastante pronunciada en dirección ascendente, la galería principal se convierte 
HQXQDSHTXH³DVDODTXHUHFXSHUDHOQLYHOLQLFLDOGHVFHQGLHQGRVLJQLᚏFDWLYDPHQWHODDOWXUD
Figura 14.1. Localización de la cueva de Pondra 
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HQWUHHOVXHOR\HOWHFKRHVWDVDODWLHQHXQDIRUPDDODUJDGD
En general es una cavidad con abundantes reconstrucciones litoquímicas, especialmente en 
OD]RQDᚏQDOGRQGHHOVXHORHVW£FRPSXHVWRSRUᚏQDVSODQFKDVHVWDODJP¯WLFDV\JRXUV(Q
la primera parte de la cavidad y la zona central aparecen grandes columnas parcialmente 
desplazadas por el hundimiento del suelo. A ambos lados aparecen bancas testigo del nivel 
superior por las que, en algunos casos, el tránsito interno de la cavidad es más sencillo 
dado que permite evitar el caos de bloques que generó el derrumbe del piso intermedio 
GHODFDYLGDGHQHO£UHDFHQWUDO/DFURQRORJ¯DGHHVWHKXQGLPLHQWRQRKDVLGRGDWDGDVLQ
embargo, como ya hicieron notar GONZÁLEZ-SAINZ y SAN MIGUEL (2001), fue previo a la 
HMHFXFLµQGHODVᚏJXUDVGDGRXQDGHHOODVVHHQFXHQWUDHQODSDUWHLQIHULRU
Geológicamente, las calizas en las que se formó la cueva de Pondra son del Cretácico 
LQIHULRUP£VFRQFUHWDPHQWHGHO$OELQLHQVH\HO$SWLHQVHHQHOODVODDFFLµQHURVLYDGHODJXD
generó una surgencia, hecho patente por la presencia de sedimentos con cantos rodados 
colgados en diferentes partes de la cueva y que desaparecieron en una posterior fase 
HURVLYDGHMDQGR¼QLFDPHQWHORVWHVWLJRVFHPHQWDGRV
La parte anterior de la cavidad está parcialmente rellenada por sedimentos combinados con 
excrementos de ovicápridos de cronología reciente. Además, el uso de éstos por parte de 
ODVFRPXQLGDGHVYHFLQDOHVSUµ[LPDVHQORV¼OWLPRVWLHPSRVHVVLJQLᚏFDWLYRGDGRTXHIXHURQ
vaciados para su uso como abono en terrenos próximos. La presencia de un yacimiento 
no puede ser demostrada por esta razón, aunque como veremos más adelante se hallaron 
algunos restos de diferentes épocas prehistóricas e históricas que demuestran el uso de la 
cavidad a lo largo de un amplio periodo de tiempo. 
+LVWRULRJUDItD\PRGL¿FDFLRQHVHVSDFLDOHV
El descubrimiento de la cueva de Pondra se produce en 1983 en el marco del proyecto de 
prospecciones que el CAEAP (Colectivo para la Ampliación de Estudios de Arqueología 
Prehistórica) estaba llevando a cabo en Cantabria. En el valle de Carranza estas 
prospecciones fueron especialmente productivas pues encontraron en ambas laderas un total 
GHFDYLGDGHVFRQ\DFLPLHQWRVGHKDELWDFLµQ\DFLPLHQWRVVHSXOFUDOHV\YDULRVFRQMXQWRV
de arte parietal –El Arco A, B y C, Pondra y Morro del Horidillo– que se sumaban a los ya 
conocidos de Venta Laperra y Sotarriza-Covanegra (GONZÁLEZ-SAINZ & SAN MIGUEL, 
MUÑOZ-FERNÁNDEZ ET AL., 1991). Poco después, miembros del CAEAP publicaron 
DYDQFHVGHORVGHVFXEULPLHQWRVGHODVFDYLGDGHVGHOGHVᚏODGHURGHO&DUUDQ]DFHQWU£QGRVH
en los hallazgos arqueológicos más que en los parietales (BERMEJO, FERNÁNDEZ-ACEBO, 
GÓMEZ, MUÑOZ-FERNÁNDEZ, & SAN MIGUELSMUÑOZ-FERNÁNDEZ ET 
AL.SAN MIGUEL & GÓMEZ-AROZAMENA, 1992).
El estudio del arte parietal fue llevado a cabo por C. González Sainz y C. San Miguel dentro 
de un gran proyecto que abarcaba las cuevas del lado cantábrico en las que se habían 
GHVFXELHUWRHYLGHQFLDVFRQDUWHSDULHWDO(O WUDEDMRGHFDPSRVH OOHYµDFDERHQWUH
y 1996 (GONZÁLEZ-SAINZ & SAN MIGUEL, 2000). A partir de este estudio se amplió 
notablemente el número de representaciones conocidas –antes solo se conocía un trazo 
OLQHDOURMRTXL]£VXQDO¯QHDF«UYLFRGRUVDOSAN MIGUEL & GÓMEZ-AROZAMENA, 1992)–, 
VHHODERUµXQD WRSRJUDI¯D\VHDQDOL]µFDGDXQDGH ODVXQLGDGHVJU£ᚏFDVGH ODVTXHVH
elaboró un calco y se tomaron fotografías. Este estudio fue divulgado a través de varios 
medios, avances en general (GONZÁLEZ-SAINZ & SAN MIGUEL, 1996, 1997), y constituyó 
HOWUDEDMRGHWHUFHUFLFORGH&6DQ0LJXHO)LQDOPHQWHVHSXEOLFµXQDPRQRJUDI¯DHQODTXH
VHLQFOX\µHOHVWXGLRGH3RQGUD«VWDLQFOX\HXQGHWDOODGRFDS¯WXORHQHOTXHVHDQDOL]DQODV
evidencias arqueológicas y las manifestaciones rupestres, de las que presentan un calco 




Carranza (GONZÁLEZ-SAINZ & SAN MIGUEL, 2001).
En Pondra se ensayó la datación de costras calcíticas superpuestas a arte parietal mediante 
Termoluminiscencia (GONZÁLEZ-SAINZ & SAN MIGUEL, 2001). Analizaremos en detalle 
estas dataciones en el apartado sobre cronología de la cavidad.
3RURWURODGRHOFRQMXQWRGH3RQGUDDSDUHFHPHQFLRQDGRHQDOJXQRVHVWXGLRVGHFRQMXQWR
(ACDPSGONZÁLEZ-SAINZPETROGNANI, 2009) y se ha estudiado en el 
marco de algunas tesis doctorales (GARATEGARCÍA-DIEZ, 2002).
La extracción de tierras de la zona del vestíbulo de Pondra (GONZÁLEZ-SAINZ & SAN 
MIGUELSDUHFHKDEHUPRGLᚏFDGRODSDUWHDQWHULRUGHODFDYLGDG\GHVWUXLGRVLHVTXH
existió, el yacimiento arqueológico y posiblemente la morfología del espacio de la primera 
XQLGDGWRSRJU£ᚏFDGHUHSUHVHQWDFLRQHV
(YLGHQFLDVDUTXHROyJLFDV
Al igual que las cuevas de El Arco, en Pondra no se han llevado a cabo excavaciones 
DUTXHROµJLFDV VLQ HPEDUJR V¯ VH KD KHFKR XQD SURVSHFFLµQ LQWHQVLYD GHO VXHOR FRQ HO
REMHWLYRGH ORFDOL]DUPDWHULDOHVDUTXHROµJLFRV(QHVWHFDVRQRVHKDQHQFRQWUDGRFDWDV
antiguas pero sí se han extraído tierras del interior del vestíbulo para utilizarlas como abono 
(GONZÁLEZ-SAINZ & SAN MIGUEL, 2001). 
Los materiales fueron localizados en 1983 
por el CAEAP (MUÑOZ-FERNÁNDEZ ET AL., 
1991, p. 127) y por C. GONZÁLEZ SAINZ 
y C. SAN MIGUEL (2001). Se trata de una 
pequeña colección de materiales líticos y 
cerámicos recogidos en el vestíbulo y la 
primera parte de la cavidad. Además se 
han localizado algunos restos arqueológicos 
cementados en dos testigos del vestíbulo 
y en el sondeo que se hizo para instalar 
OD YHUMD HQ  HQ HO TXH VH HQFRQWUDURQ
unas pocas lascas en un nivel prácticamente 
estéril (GONZÁLEZ-SAINZ & SAN MIGUEL, 
2001).
La colección de materiales, depositada en 
el Museo de Prehistoria y Arqueología de 
Cantabria, es muy diversa. Está compuesta 
por algunos sílex, fragmentos cerámicos 
que podrían ser de la Prehistoria reciente 
e incluso alguno de cronología medieval y, 
ᚏQDOPHQWHDOJXQRVUHVWRVGHIDXQD
No se puede descartar, por la presencia 
del arte parietal y por los escasos hallazgos 
arqueológicos, que existiese un yacimiento 
en la parte exterior de la cueva de Pondra 
que, o bien, no haya llegado hasta nuestros 
días (GONZÁLEZ-SAINZ & SAN MIGUEL, 
2001) o bien no haya sido localizado hasta 
el día de hoy. 
)LJXUH7RSRJUDSKLFXQLWGLVWULEXWLRQPRGL¿HGIURP
GONZÁLEZ-SAINZ, 2001)
Parte II. Cueva de Pondra
549
)LHOGZRUN
Pondra cave was studied in 2013 during a single day in the course of approximately 8 hours. 
)LHOGZRUN VWDUWHG GRFXPHQWLQJ WKH HQWUDQFH WR WKH FDYH DQG WKH GLᚎHUHQW SRVVLELOLWLHV WR
access. Following that we determined the topographic units of the cave and documented the 





6.1. TOPOGRAPHIC UNIT 1
Constituted by the main gallery of the cave, the ensemble is located in the vestibular part 
of the cave the light from the south entrance still reaches up to the place where the panel is 
located. The access is easy once reached one of the entrances to the cave because it can 
be transited walking in an upright position from the south entrance. The itinerary is reduced 
to 23,1 m from the south entrance and 30 m from the west entrance. It is a fairly big gallery 
with 66,8 meters long in the same direction, after that point it slightly changes direction and 
DOVRGHVFHQGVVLJQLᚏFDQWO\WKLVLVWKHUHDVRQZHGHFLGHGWRFRQVLGHURQO\WKHᚏUVWSDUWRIWKH
gallery as topographic unit 1, its width is fairly consistent through the topographic unit and 
around is 14,5 m wide. The height is about 6m in the vestibular part.  Sadly, the sediments 
ORFDWHG LQ WKLV ᚏUVW SDUW RI WKH FDYH KHDYLO\ FRQWDPLQDWHG E\ FDSULG H[FUHPHQWV ZHUH
H[WUDFWHGLQRUGHUWRXWLOL]HWKHPDVIHUWLOL]HUQHDUE\WDNLQJDZD\WKHVWUDWLᚏFDWLRQDQGPDNLQJ
GLᚑFXOWWRDVFHUWDLQWKHH[LVWHQFHRIDQDUFKDHRORJLFDOGHSRVLW6RPHUHVWVRIWKLVGHSRVLW
can be seen in both sides of the vestibular part of the cave in which some archaeological 
UHPDLQVDUHHPEHGGHG7KLVH[WUDFWLRQRIVHGLPHQWVDOVRFKDQJHGWKHPRUSKRORJ\WKHᚐRRU
PXVWKDYHEHHQLQVRPHSDUWVXSWRFPKLJKHULQWKHᚏUVWSDUW
Topographic unit 1 can be characterized as an open space since it is of considerable size, 
WKHDYDLODEOHVSDFHLQWKLVᚏUVWSDUWRIWKHJDOOHU\LVPRUHWKDQVTXDUHPHWHUV$OVRWKH
presence of natural light and the favourable orientation of both entrances guarantees an 
HDV\WUDQVLWZLWKRXWWKHDLGRIDUWLᚏFLDOOLJKWLQJSUDFWLFDOO\LQDOORIWKHXQLWLWLVDOVRSRVVLEOH
to go back to the entrance because both are visible even from the farther point of the unit. 
Panel 1
Located in the left wall of the cave, a bit further away from the south entrance between 
a stalagmite column and a pendant that probably shielded the wall from the natural light 
allowing is conservation even in the state it is in nowadays. The panel is around 10 m long 
DQGLW LVGLVWULEXWHGDERYHDᚐRZVWRQHOHGJH ,W LV ORFDWHG LQDZDOODWDKLJKDQGPHGLXP
KHLJKW7KHYHUWLFDOGLVWDQFHIURPWKHJUDSKLFXQLWVWRWKHᚐRRUUDQJHVIURPFPWRDURXQG
130 cm, the panel comprises four graphic units and pigment rests that can be found less 
WKDQFPIURPWKHᚐRRU5RFNVXUIDFHLVJUH\OLPHVWRQHZLWKEODFNIRVVLOVDQGVHFRQGDU\
FDOFLWHᚐRZVWRQHVQRZDGD\VLWLVYHU\GU\SUREDEO\GXHWRWKHIDFWWKDWQDWXUDOOLJKWUHDFKHV
the panel, this also generated the presence of green moss-like colonies. It is in general 
SRO\PRUSKDQGKDUG7KHᚐRRUEHORZWKHSDQHOLVDTXLWHWKLFNᚐRZVWRQHWKDWZDVSUREDEO\
utilized as an elevation to create the depictions.
The general conservation is very poor due to the causes explained above, nowadays we 
ZHUH XQDEOH WR VLQJOH RXW DQ\ ᚏJXUDWLYH UHSUHVHQWDWLRQV ZH GHOLPLWHG IRXU JUDSKLF XQLWV
because of the presence of more pigment concentration but there is red pigment distributed 




below the panel that creates a ledge. The access is easy, the same explained above for the 
topographic unit. 
Visibility is nowadays very low due to conservation problems, it nonetheless would have been 
quite good when it was recently painted since it is located at a quite high point in relation to 
WKHᚐRRURIWKHJDOOHU\DQGLWZDVDOVRLOOXPLQDWHGE\QDWXUDOOLJKWLQJ7KHSDQHOFDQEHVHHQ
in an upright position in a very wide area in front of it. This area is around 60 square meters 
meaning more than 50 people could see it at the same time, point of optimal visualization 
is more restricted to the point between the column and the calcite pendant creating an area 
around 6,5 square meters meaning up to 13 people could see it optimally at the same time 
(Fig 14.5). 
6.2. TOPOGRAPHIC UNIT 2
Located in the central part of the main gallery, at the point where it slightly deviates from the 
general direction and at the point where the collapse between levels is much more patent. 
We decided to single out both topographic units due to the changes in the lighting, the point 
where topographic unit 2 starts is where the natural light does not reach due to the change in 
direction of the main gallery. The panels are located in both sides of the unit, two at the higher 
level in the left side and the third at the lower one in the right side. 
The characteristics of the gallery are very similar to those described for the previous 




Itinerary to reach this part of the gallery can be characterized as easy since it can be done 
walking upright at every point, the easier way is through the sides since the central part is 
Fig. 14.5 Panel 1.1. Location, general view and depictions: A) 1.1; B) 1.2; C) 1.3
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PRVWO\RFFXSLHGE\OLPHVWRQHEORFNVERWKIURPWKHᚐRRUFHLOLQJFROODSVHV7KLVSDUWRIWKH
gallery has quite big calcite formations specially columns, sometimes broken by geological 
processes. The itinerary to reach the topographic unit is 69,5 m from both entrances.  The 
OLJKWLQJ LQ WKHJDOOHU\ KDV WR EHDUWLᚏFLDO DIWHU WKHSRLQWZKHUH WKHJDOOHU\ WXUQV LW LV DOVR
LPSRVVLEOH WR VHH WKH OLJKW IURP WKH HQWUDQFHV WKXV WR JR EDFN WR WKH HQWUDQFH DUWLᚏFLDO
lighting is required at least to the point where the topographic unit starts. 
1RDUFKDHRORJLFDOUHPDLQVZHUHORFDWHGLQWKLVWRSRJUDSKLFXQLWDQGQRVSDWLDOPRGLᚏFDWLRQV
took place. 
Topographic unit 2 can be characterized as open since it can house, potentially, more than 
three people, nonetheless the location of panels one and two are quite small.
Panel 1
Located in the left side of the gallery, in the upper level residual part and thus located in a 






by a mesh-like calcite formation, secondary to the engraving and possibly primary (could 
constitute the base) for the red line. It is in general sinuous, grey in tone with some black 
IRVVLOVFRQVHUYDWLRQLVSRRUGXHWRWKHSUHVHQFHRIJUHHQFRORQLHV7KHᚐRRUEHORZWKHSDQHO
LVPRVWO\ᚐDWFRPSRVHGE\OLPHVWRQH
On the left side there is an engraving of a cervidae (2.1.1) intersected with a red line (2.1.2) 
DQGDKRUVHDQGᚏQDOO\DERXWFPWRWKHULJKWWKHUHDUTXDUWHUVRIDQXQGHWHUPLQDEOH
TXDGUXSHG7HFKQLTXHIRUWKHᚏJXUDWLYHXQLWVLVHQJUDYLQJE\XQNQRZQPHDQVVLQFH
WKH URFNVXUIDFHKDVGHFDOFLᚏHGDIWHU LWZDV WUDFHGPDNLQJ WKHGHWHUPLQDWLRQGLᚑFXOW IRU
WKHOLQHWKHVSHFLᚏFWHFKQLTXHLVDOVRGLᚑFXOWWRGHWHUPLQHGXHWRFRQVHUYDWLRQLVVXHV7KH
position the artist(s) had to acquire to engrave and draw the depictions was upright maybe 
VOLJKWO\OHDQLQJIRUZDUGIRUWKHᚏUVWWZR
The access to this panel requires climbing to the slightly upper level from the central part of 
the gallery it is, nonetheless, quite easy. 
Visibility is low due to conservation issues but also because of the technique used and the 
location out of the main itinerary. All of them can be observed in an upright position once 
reached the space where they are located. Area of maximum visualization and point of 
optimal view are in this case the same due to the lack of space in front of the depictions, it is 
reduced to 1,5 square meters meaning 3 people at most at the same time (Fig 14.6).  
Panel 2
Located in front of the previous panel, in the same upper level but separated from it by 
a limestone block that creates almost a small chamber. Despite of the proximity with the 
previous panel, to access it is necessary to go back to the central part of the gallery and climb 
back to the residual upper level through the collapsed blocks. This space is quite restricted 







7KH FHQWUDO SDUW RI WKH IULH]H LVZKHUH WKH ᚏJXUDWLYH XQLWVZKHUH WUDFHG  LV D KLQG
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Figure 14.6. Panel 2.1. Location, general view and depictions: A) 2.1.1, 2.1.2, 2.1.3; B) 2.1.4 
Fig. 14.7. Panel 2.2. Location, general view and depictions: A) 2.2.5 B) 2.2.6 C) 2.2.7
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probably represented fully originally, the rear quarters have disappeared, opposed to the 
rear 2.2.7 is an undeterminable quadruped, the head has either disappeared or was never 
GUDZQ7HFKQLTXH IRUERWKRI WKHP LVTXLWHGLᚑFXOW WRGHWHUPLQH WKH\ZKHUHERWKGUDZQ
with yellow pigment and painted in the interior but the means are unknown. Around these 
UHSUHVHQWDWLRQVQRQᚏJXUDWLYHHQJUDYLQJVZHUHWUDFHGERWKOLQHHQVHPEOHVDQG
YHU\VKDOORZWUDFHGE\LQFLVLRQZLWKDVKDUSREMHFW7KHSRVLWLRQWKHDUWLVWVKDGWRDFTXLUH
varies, most of the panel was probably traced sitting down but it can be done also leaning 
IRUZDUGODVWGHSLFWLRQZDVGHᚏQLWHO\WUDFHGVWDQGLQJDQGOHDQLQJIRUZDUG
Visibility is low due to conservation reasons, nonetheless the location of the panel requires 
to the observer to enter the small space where the panel is, it is impossible to see them from 
the main gallery restricting the viewing point to immediately in front of it, because of this, in 
this case, area of maximum visualization and point of optimal view is the same and around 1 
square meter, meaning only two people could see it at the same time (Fig 14.7). 
Panel 3
Located in the main gallery, at the lowest point of the collapse, in the right side of the main 
itinerary. The single graphic unit that composes this panel is located at quite a low point 
LQWKHZDOOWKHYHUWLFDOGLVWDQFHIURPLWWRWKHᚐRRULVFP5RFNVXUIDFHLV\HOORZFDOFLWH
covered by secondary calcite formations with a mesh-like composition, much like the ones 
RQSDQHO,WLVLQJHQHUDOFRQYH[EXWWKHVXUIDFHLVSRO\PRUSKDQGFRDUVH7KHᚐRRUEHORZ
the panel is a slope in downward direction, it is composed by sediments and around it there 
are many limestone blocks due to the collapse of the gallery. In this area there are also 
numerous columns, some broken due to geological processes. 
7KHVLQJOHGHSLFWLRQWKDWFRPSRVHVWKHSDQHOLVWKHUHSUHVHQWDWLRQRIDGHHUMXVWWKH
head, the start of the cervical-dorsal line and the chest. Technique is, apparently red pigment 
Fig. 14.8. Panel 2.3. Location, general view and depiction.
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pencil with a single outline. The position the artist had to acquire to draw it was probably 
leaning forward or crouching. The access to this unit is easy and it is located in the main path. 
Visibility is medium-low due to the location in a low point of the wall, the depiction is nonetheless 
quite visible, its size is medium and it is located in the main path inside of the cave, also the 
path, due to the presence of the collapse is not very wide meaning it would have been easy 
to see passing by. On the other hand, the mentioned lack of space makes the maximum area 
RIYLVXDOL]DWLRQTXLWHUHVWULFWHGHYHQWKRXJKLWLVLQWKHPDLQJDOOHU\LWLVDURXQGVTXDUH
meters meaning up to 12 people at the same time, point of optimal visualization is restricted 
to 2 square meters meaning four people at most (Fig 14.8). 
6.3. TOPOGRAPHIC UNIT 3
/RFDWHG DW WKH WHUPLQDO SDUW RI WKH FDYH LW LV D FKDPEHU DW WKH HQG RI WKHPDLQ JDOOHU\
its dimensions are much more reduced specially the height. This is because in this part 
the collapse did not take place, making the space much more constricted. To reach this 
topographic unit it is only necessary to progress through the main gallery, cross the collapsed 
SDUWDQGJRXSDOOWKLVFDQEHGRQHZLWKRXWDQ\GLᚑFXOW\ZDONLQJLQDQXSULJKWSRVLWLRQRQFH
reached the higher point the ceiling descends considerably making impossible to continue 
walking and it is necessary to crouch or kneel down, the central part constitutes the access 
WRWKHSRLQWZKHUHERWKSDQHOVDUHORFDWHGWKHᚏUVWRQHRQWKHOHIWVLGHDQGWKHVHFRQGLQWKH
ULJKW7KHWUDQVLWWKURXJKWKHᚏUVWRQHFDQEHGRQHDWᚏUVWRQWKHNQHHVEXWWKHSDUWZKHUH
some of the graphic units are positioned requires crawling either on the back or over the 
stomach. Panel two is separated from the central part by small calcite columns, to get to 
there it is also necessary to kneel down. Nonetheless, the progression to this unit and inside 
RILWFDQEHFKDUDFWHUL]HGDVHDV\WKHLWLQHUDU\LVPORQJ
The small chamber that constitutes the topographic unit is 28,6m long by 8,9 m wide that 
gradually becomes smaller on either side. The height of the ceiling is the most characteristic 
SDUWRIWKLVFKDPEHUDURXQGPHWHUVLQWKHHQWUDQFHSRLQWLWGHVFHQGVMXVWDIWHULQERWK
side chambers it is at most 1 m and it decreases progressively. A very distinctive trait of this 
SDUWRIWKHFDYHLVWKHIDFWWKDWLWLVFRPSRVHGRIFDOFLWHERWKWKHᚐRRUVIRUPHGE\VKDOORZ
layers. No archaeological remains were found in this topographic unit and no recent spatial 
PRGLᚏFDWLRQVWRRNSODFH
Topographic unit 3 can be characterized as an open space since it is around 260 square 
meters in total, nonetheless the fact that it is impossible to stand up or sit down in it makes 
GLᚑFXOWWRKDUERXUPDQ\SHRSOHVLQFHWKH\ZRXOGKDYHKDGWROD\GRZQRQWKHᚐRRUDOVRWKH
fact that the depictions are located in the ceiling requires to move through the unit crawling.
Panel 1
Located in the left side of the chamber, separated from the main part by small calcite 




by green colonies. The panel is in general sinuous due to its big size, but it is mostly smooth 
DQGKDUG7KHᚐRRUEHORZWKHSDQHOLVPRVWO\ᚐDWLWKDVDYHU\VOLJKWSHQGDQWLQDQXSZDUG
direction.
Most of the graphic units of the panel are simple colorant concentrations of various sizes, in 
JHQHUDOVPDOODQGGHᚏFLHQWO\SUHVHUYHGGXHWRJHRORJLFDOSURFHVVHVWKHVHDUHXQLWV
DQGWHFKQLTXHLVGLᚑFXOWWRGHWHUPLQHGXHWRFRQVHUYDWLRQLVVXHVDOORIWKHP
were painted in red pigment, distributed all over the central and the deep part of the chamber. 
8QLWLVDOVRQRQᚏJXUDWLYHDUHGSLJPHQWOLQHWUDFHGZLWKDSHQFLOTXLWHVWUDLJKWRQWKH
ULJKWDQGLQFXUYHGLQWKHOHIWᚏQDOVLGHORFDWHGEHVLGHWKHHQWUDQFH)LQDOO\WKHRQO\ᚏJXUDWLYH
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Fig. 14.9. Panel 3.1. Location, general view and depictions: A) 1.1; B) 1.2; C) 1.4; D) 1.5; E) 1.7
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depiction is the small head of a horse (1.4), traced in yellow pigment with a single outline, well 
conserved it seems only the head was depicted, it is located in the central part of the left side 
chamber. The position the artist(s) had to acquire was lying down in all cases due to the lack 
of space, in the case of the line possibly propping him or herself up on the elbow. 
7KHDFFHVVDVH[SODLQHGDERYHUHTXLUHVNQHHOLQJGRZQWRHQWHUDQGWKHQFUDZORQWKHᚐRRU
Visibility is low-medium, it is possible to see most of the graphic units laying down in the 
central part of the chamber, nonetheless to see all of them properly it is necessary to crawl 
below each of the graphic units limiting the point of optimal visualization to a single person 
at a time. Area of maximum visualization is quite restricted since the only position that allows 
seeing all the panel is in the central part, meaning at most two people lying down (Fig 14.9). 
Panel 2
Located in the right side of the chamber, to access it is necessary to go through small columns 
and due to the height of the ceiling kneeling down is mandatory. The panel is positioned in 
the ceiling in the other side of the columns that constitute the access, this means it can only 






establish. The position the artist had to acquire to draw this single graphic unit was either 
VLWWLQJGRZQRQWKHᚐRRURUKDOIO\LQJGRZQ
Visibility is low and very limited to the point below the panel, because of its location the area 
of maximum visualization and point of optimal view are the same and are limited to the point 
MXVWLQIURQWRIWKHSDQHOPHDQLQJRQO\RQHSHUVRQRSWLPDOO\SRVVLEO\WZRFRXOGᚏWZLWKRXWWKDW
optimal view in a sitting or semi-lying down position (Fig 14.10). 
Fig. 14.10. Panel 3.2. Location, general view and depiction.




of Leroi-Gourhan because of their style and morphological conventions, the use of similar 
techniques to those utilized in Peña de Candamo, La Pasiega C, El Castillo, El Pendo, 
la Galería inferior de La Garma etc. points to premagdalenian phases. They consider the 
HQVHPEOHV\QFKURQLFDWOHDVWDSSDUHQWO\WKHSUHVHQFHRIDUHGOLQHXQGHUDFDOFLWLFIRUPDWLRQ
and an engraving superimposed to both could mean it is a diachronic ensemble older than 
style III. 
The cave has remained open since the upper Palaeolithic meaning it is impossible to use 
its closure as a chronological argument. No archaeological deposits have covered the 
depictions and the fauna represented does not allow a chronological evaluation. 
3RQGUDZDVRQHRIWKHᚏUVWFDYHVWREHGDWHGE\WKHUPROXPLQLVFHQFHLWZDVVHOHFWHGGXH
to the presence of calcite formations both over and under the depictions. Two panels were 
selected for this purpose, panel 2.1 depictions 1 and 2 (depictions 8 and 9 in GONZÁLEZ-
SAINZ and SAN MIGUEL, 2001) and panel 2.3, depiction 1 (depiction 16 in GONZÁLEZ-
SAINZ and SAN MIGUEL, 2001), two samples were taken for each one. 
The results for the dates obtained for panel 2.1 are both for calcite formations overlying 
WKHGHSLFWLRQV0$'XQGHUOLHV WKHᚏJXUDWLYHGHSLFWLRQDQGRYHUOLHV WKH UHG OLQH WKH
result is 35.740±4730 years meaning the red line is older than 26.290 years and the deer is 
younger than that. The second date (MAD-2057: 22.595±2.338) overlies the deer meaning 
it is older than 17.919 years, combining both dates the deer would have been traced in a 
SHULRGEHWZHHQDQG\HDUV,QWKLVFDVHZHKDYHGRXEWVDERXWWKHVWUDWLᚏFDWLRQ
RIXQLWVDQGGXH WR FRQVHUYDWLRQSUREOHPVZHDUHQRW FHUWDLQRI WKH UHODWLRQ
between them. 
For panel 2.3 also two results were published, one post quem and one ante quem. The 
post quem was taken from the calcite layer that constitutes the base of the panel, the result 
–32.946±3440 years (MAD-2059)– would point it was traced after 39.626 years. The ante 
quem date (MAD-2058) resulted in 26.972±2747 years meaning it was drawn before 21.478 
years. 
We already expressed doubts about the real relation between the calcite formation and the 
depictions since the samples, in order to avoid damage, were taken centimetres from the 
graphic units (OCHOA & GARCÍA-DIEZ, 2014).
7DNLQJ PRUSKRORJLFDO DQG VW\OLVWLF DQDO\VLV LQWR DFFRXQW ZH FDQ FRQVLGHU WZR GLᚎHUHQW
HQVHPEOHV)LUVWWKHUHDUHWZRHQJUDYHGᚏJXUDWLYHGHSLFWLRQVLQWKHVDPHSDQHODFHUYLG
with a very sinuous cervico-dorsal line, open nose/mouth, lack of detailing, and very little 
developed horns. Beside this depiction there is an indeterminable quadruped traced with a 
very similar technique but its features are not characteristic enough to analyse from a stylistic 
point of view. 
The drawn and painted depictions are four, two hinds, a deer and a horse. The two hinds 
are very similar from a technical and a stylistic point of view and, thus, probably traced 
at the same time, their conservation is very poor, the one on the right has ears arranged 
LQD9VKDSH WULDQJXODUKHDGSDLQWHG LQWHULRUᚏOOLQJZLWKTXDUWHULQJ LQ WKHQHFNDUHD WKH
OHIWRQHKDVSDUDOOHOHDUV ORQJQHFNDQGSDLQWHG LQWHULRUᚏOOLQJ7KHGHHUZDVGUDZXVLQJ
GLJLWDOWHFKQLTXHLWKDVDQRSHQQRVHPRXWKODU\QJHDOSURPLQHQFHDQRSHQLQJEHWZHHQWKH





view, it consists of isolated lines, line ensembles and red marks both engraved and drawn.
At this point we can only make an exterior parallel with a secure date: the Antoliñako-koba 
pebble (AGUIRREGONZÁLEZ-SAINZ & AGUIRRE, 2011) depicts a hind with very 
similar stylistic traits to those of the painted hinds we mentioned above and also with the 
deer, straight parallel ears, triangular head and the presence of a laryngeal prominence. This 
engraved pebble has been dated in a Gravettian context that has yielded two dates: 31,347–
30,853 cal BP and 31,156–30,650 cal BP (GARCÍA-DIEZ & OCHOA, 2012a, 2012b, 2015).
In conclusion, the ensemble of Pondra has an archaic style associated traditionally with a 
premagdalenian phase. We leave open the discussion of synchrony and diachrony, because 
we do not have arguments to opt for either one, the engraved and painted ensemble portray 
VLPLODUVW\OLVWLFWUDLWVPHDQLQJWKH\FRXOGKDYHEHHQWUDFHGLQGLᚎHUHQWPRPHQWVWKDWFRXOG
nonetheless be synchronic from a cultural point of view. We have no arguments to be more 
VSHFLᚏFRWKHUWKDQDEURDGSUHPDJGDOHQLDQSKDVHDWWKLVSRLQW
6XPPDU\
Pondra can be characterized as a medium-small ensemble of rock art, from a spatial point of 
YLHZLWLVYDULHGDQGWKHSDQHOVDUHVFDWWHUHGLQWKUHHGLᚎHUHQWLDWHGSDUWVRIWKHFDYHWKHᚏUVW
RQHLQWKHYHVWLEXODUDUHDRIWKHFDYHLQDYHU\YLVLEOHSDQHOLQDYHU\GHᚏFLHQWFRQVHUYDWLRQ
condition, probably has been preserved due to the presence of a big calcite column that 
partially shades it from direct light. Second and third panels, located in the intermediate 
part of the cave are located in the walls of a residual upper level with limited space and 
only visible once accessed, next panel is located in the main itinerary into the cave but it 
LVDVLQJOHLVRODWHGᚏJXUHSODFHGTXLWHORZ)LQDOO\LQWKHODVWWRSRJUDSKLFXQLWDUHWKHODVW
two panels, in a big space restricted only due to the low height of the ceiling where all of the 
depictions are located, as panels 1 and 2 of the second topographic unit they are only visible 
once entered the space and in this case they require forced positions such as kneeling down 
or crawling. Transit throughout the cave is easy, the main itinerary can be done walking in an 
upright position except for the last chamber, where it is required to kneel down. To see panels 
2.1 and 2.2 it is necessary to take a small detour of the automatic circulation inward, to reach 
them climbing is mandatory even though it is quite easy to get there. All of the topographic 
XQLWVGXHWRWKHJHQHUDOFKDUDFWHURIWKHFDYHFDQEHLGHQWLᚏHGDVDQRSHQVSDFHVLQFHWKH\
can accommodate more than three people at once. 
7KHᚏUVW SDQHO LV YHU\ FKDUDFWHULVWLF EHFDXVHRI WKHSUHVHQFHRI VRPHQDWXUDO OLJKWLQJ LQ
VRPHPRPHQWVRIWKHGD\LWLVSRVVLEOHWKDWQRDUWLᚏFLDOOLJKWLQJZDVQHHGHGWRVHHLW$OVR
its position in the vestibular area ensures watching the depictions and the big area in front of 
them could allow big groups to see them at once. This is unique and singular in the cave, the 
other topographic units and panels do not have this characteristic, two other (2.1, 2.2.) are in 
a secondary location that would not allow the presence of more than three people at once, 
2.3 is in the automatic circulation area but in a place where the presence of blocks from the 
FROODSVHDQGWKHSRVLWLRQLQJRIWKHLVRODWHGᚏJXUHLQDORZGLVWDQFHDERYHWKHJURXQGDOVR
prevents it to be seen by many people at once. Finally, the lack of vertical space in the last 
part of the cave and due to that constraint the impossibility to see the complete ensemble 
PDNHVLWDOVRGLᚎHUHQWIURPWKHRWKHUSDQHOV
Preferred rock type is calcite with 11 cases  (52,4%), in 9 cases calcite  (42,9 %) and in 
 FDVHV VXSHUᚏFLDO FDOFLWH FRYHULQJ   FDVHVRYHU OLPHVWRQH DQG ᚏQDOO\
IRXUJUDSKLFXQLWVZHUHWUDFHGRYHUGHFDOFLᚏFDWLRQFOD\7KHFKRLFHRIURFNVXUIDFHLV
very diverse and does not seem to be linked with the technique utilized. Disposition is very 
SRODUL]HGLVLQDYHUWLFDOSRVLWLRQLQUHODWLRQWRWKHᚐRRULQDKRUL]RQWDOSRVLWLRQ
and 19% in a sub-vertical position. Rock colour is mostly grey (n=9, 42,9%) closely followed 
by white (n=7, 33,3%), less used are yellow (n=3, 14,3%) and orange (n=2, 9,5%). Shape 
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selected is also very varied, most frequent is polymorph (n=7, 33,3%) followed by sinuous 
Q FRQYH[Q ᚐDWQ DQGRQO\RQHLQDFRQFDYHVKDSHQ 
4,8%). Texture selected was primarily smooth (n=18, 85,7%), only in three cases (14,3%) 
rock surface can be considered coarse. In nine cases (42,9%) the rock surface has fossils, 
WKHUHVWRIWKHFDVHVGRQRWSUHVHQWDQ\VLJQLᚏFDQWWUDLW(Fig 14.11). 
+HLJKW WR WKHᚐRRU LVPRVWO\FRPSULVHGEHWZHHQFPDQGFPQ ZKLFK
would mean the artist(s) would have traced them probably in an upright position, between 
96 cm and 165 cm, leaning position, and between 82 cm and 45 cm, lying down, are the 
QH[WPRVWXVHGSRVLWLRQVZLWKRIWKHFDVHVHDFKQ ᚏQDOO\RQO\WKUHHJUDSKLFXQLWV
were traced in a sitting position with various heights (between 92 and 105 cm)  determined 
by the spatial constraints (the depictions are located in the ceiling and leaning position is 
Figure 14.11. Rock surface. Type, disposition, colour, shape, texture and characteristics
Figure 14.13. ThemeFigure 14.12. Technique
Blanca Ochoa Fraile
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impossible to acquire). Visualization position, 
on the other hand, is more polarized, 10 
graphic units, 47,6% of the cases, can be 
seen in an upright position, followed by 5 
O\LQJGRZQDQGᚏQDOO\WKUHHOHDQLQJ
forward and sitting/kneeling or crouched 
(14,3% each) (Fig 14.14). 
Pondra’s ensemble is quite small with only 21 graphic units, moreover, most of them are 
QRQ ᚏJXUDWLYH  RXW RI   RI WKH HQVHPEOH WKHVH GHSLFWLRQV DUHPRVWO\ FRORUDQW
concentrations (n=9, 42,9%) the rest are either lines (n=2, 9,5%) or line ensembles (n=3, 
14,3%) (Fig 14.13)6HYHQJUDSKLFXQLWVFRPSRVHWKHᚏJXUDWLYHHQVHPEOHDQGLQFRQWUDVW
ZLWK WKHQRQᚏJXUDWLYH LW LVTXLWHGLYHUVHPRVWRI WKHPDUHIURPWKHFHUYLGDHIDPLO\Q 
14,3%), one deer, a hind and an indeterminable one, probably another hind due to the 
similarities with the previous one (each 4,8% of the total graphic ensemble), there is also 
a two horse depictions (9,5%) and two indeterminable quadrupeds (9,5%). Representation 
IRUPDWLVLQGHWHUPLQDEOHIRUWKHZKROHQRQᚏJXUDWLYHHQVHPEOHQ  (Fig 14.16), 
the rest of the ensemble is also very diverse: only the head was drawn for two depictions, 
KHDGOHVV WKH UHDUSDUW DQG WRWDO DUH UHSUHVHQWHGE\RQHᚏJXUHHDFK RI WKHZKROH
ensemble), the upper part was utilized twice (9,5%). Technique is mostly drawing (n=16, 
76,2% of the cases), in 12 cases with red pigment (57,1%) in 4 cases with yellow pigment, 
WKHPHDQVGXH WRFRQVHUYDWLRQGHᚏFLHQFLHV LV LQPDQ\FDVHVXQNQRZQQ  LQ
6 cases colorant pencil was utilized, in four cases to trace a single outline, in two to paint. 
(QJUDYLQJZDVXVHGLQᚏYHJUDSKLFXQLWVDQLQFLVLRQWRJHQHUDWHDVLPSOHRXWOLQHLQDOOFDVHV
(23,8%) (Fig 14.12). Most of the depictions of the ensemble are small (n=10, 47,6%) closely 
IROORZHGE\PHGLXPVL]HQ ZKLFKFRQVWLWXWHVRIWKHWRWDOᚏQDOO\RQO\WZRJUDSKLF
units can be considered big (9,5%) (Fig 14.15). 
)LJXUH+HLJKWWRWKHÀRRU
Figure 14.15. Graphic units’ size
Figure 14.16. Representation Format
Figure 14.17. Rock interaction
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In this cave the rock surface was not utilized in general to frame or integrate the depictions 
(n=20, 95,2%), only in one case a depiction was partially framed because of its position near 
the left border of the panel (2.2.5) (Fig 14.17). 
5HODWLRQVEHWZHHQGHSLFWLRQVDUHYDULHGZHDUHQRWFHUWDLQDERXWWKHUHODWLRQVRQWKHᚏUVW





WKHQRQᚏJXUDWLYHDUHGLVSRVHGDURXQG ᚏQDOO\SDQHO  LV FRPSOHWHO\ LVRODWHG3DQHO RI
WRSRJUDSKLFXQLWKDVVHYHUDOXQLWVDOOVFDWWHUHGDURXQGWKHFKDPEHUEXWZLGHO\MX[WDSRVHG
among them, panel two is also isolated on the other side of the chamber. 
Both big graphic units have a high visibility due to the characteristics of the panel (1.1), of 
the nine medium sized depictions (42,9%) seven have a low visibility, two medium and one 
KLJKDQGᚏQDOO\RXWRIWKHWHQVPDOOVL]HGJUDSKLFXQLWVRIWKHFDVHVQLQHKDYHDORZ
visibility and one medium. In general visibility is low due to the positioning of the depictions, 
70% of them have low visibility (n=14) and both medium and high visibility are represented 
by 3 graphic units each (15%).
Execution position and visualization position in this case is very similar in most cases, the 
RQO\GLᚎHUHQFHLVWZRGHSLFWLRQVWKDWZHUHSUREDEO\WUDFHGLQDQXSULJKWSRVLWLRQDUHEHWWHU
seen in a leaning forward position, the rest of the positions coincide the tracing and the 
visualization (Fig 14.18). 
Regarding the type of space chosen, the cave is big, all topographic units considered have 
big areas that range between 400 square meters and 260 square meters. Panels with bigger 
maximum visualization area (1.1 and 2.3) are both located in the main gallery and also in the 
main itinerary. The rest of the panels are located in a secondary position and also in smaller 
spaces that do not allow more than three people at most and in general less than that –one or 
two people–. Concerning point of optimal visualization it ranges between 6,5 and 0,5 square 
meters, meaning at most 14 people and at least one. In two cases POV coincides with the 
area of maximum visualization due to the lack of space that does not allow more people 
LQVLGHRULQIURQWRIWKHSDQHO&RQVLGHULQJWKHVHVSHFLᚏFVZHFDQWDNHLQWRDFFRXQWDWOHDVW
two types of spaces and three at most: on one side a big panel (1.1), located in a prominent 
part of the cave, more than 50 people in front of it could see it at the same time, of those at 
least 14 people with an optimal visualization point. On the other hand, contrasting with the 
general size of the cave the rest of the panels but one are located in more restricted zones 
(2.1, 2.2, 3.1, 3.2), which could be seen at most by three people and separated from the 
general main itinerary, being necessary to penetrate into it to see the depictions. We could 
FRQVLGHUDQLQWHUPHGLDWHW\SHRIVSDFHPRUHUHVWULFWHGWKDQWKHᚏUVWRQHEXWPRUHRSHQWKDQ
the other ones (2.3) located in the way in or out of the cave at a point where 12 people at 
most could see it in a point where the collapse block would not allow more people in front of 
LWHYHQLILWLVDELJVSDFH$OVRWKHLVRODWLRQRIWKHᚏJXUHLWVKHLJKWDERYHWKHJURXQGDQGLWV
size would have not allowed much more people even it the space would have been better 
(Fig 14.19).  
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En los capítulos previos hemos descrito y analizado por separado las características 
HVSDFLDOHVGHORVFRQMXQWRVDQDOL]DGRV(QHVWHFDS¯WXORHOREMHWLYRHVDQDOL]DU\SRQHUHQ
común los datos recogidos en las cavidades seleccionadas para este estudio. 
Hemos organizado esta discusión siguiendo los diferentes niveles planteados, comenzando 
por el acceso a las cavidades y las características de sus entradas, el análisis del contexto 
arqueológico y a continuación el análisis del espacio de las cavidades. Primero analizamos 
EUHYHPHQWHHOHVSDFLRQRJU£ᚏFR\DFRQWLQXDFLµQHOHVSDFLRJU£ᚏFR/DGLVFXVLµQDFHUFD
GHO HVSDFLR JU£ᚏFR LQFOX\H XQD YLVLµQ JHQHUDO GH ORV GDWRV UHJLVWUDGRV HQ ODV EDVHV GH
GDWRVGH ORV WUHVQLYHOHVDQDOL]DGRVದJUDI¯DSDQHO\XQLGDG WRSRJU£ᚏFDದ$FRQWLQXDFLµQ
consideramos los resultados obtenidos a nivel de grafía para las diferentes variables 
HVSDFLDOHV GHᚏQLGDV )LQDOPHQWH WUDWDPRV ORV WHPDV GH ORV HVSDFLRV JU£ᚏFRV D ORV TXH
llega la luz natural, el tránsito por el interior cavernario, los espacios seleccionados y la 
GHQVLGDG GHFRUDWLYD \ ᚏQDOPHQWH OD YLVLELOLGDG \ HO DIRUR&HUUDPRV HO SUHVHQWH FDS¯WXOR




El acceso a las cavidades y las particularidades de las bocas de las cavidades pudieron ser 
algunas de las características que condicionaron la selección de los grupos prehistóricos a la 
hora de habitar o de llevar a cabo las manifestaciones simbólicas. A continuación analizamos 
este tema, centrando la discusión en el tipo de acceso a la cavidad, las dimensiones de la 
ERFD\VXRULHQWDFLµQ\HQGHᚏQLWLYDVXYLVXDOL]DFLµQHQHOFRQWH[WRGHOSDLVDMH




dimensiones concretas de la entrada a la cavidad. 
La entrada a la cueva de La Covaciella quedó bloqueada en algún momento durante el 
Holoceno. Por las características del contexto de la cueva, parece que esta entrada era 
única y dadas las características de la zona en la que se localizaría no sería de grandes 
dimensiones. Se orienta en dirección E y está a una altitud de 290 m sobre el nivel del mar. 
No está documentada con seguridad su situación en el exterior, por lo que se desconoce su 
apariencia. 
La cueva de Chufín tiene un amplio vestíbulo que constituye su única entrada, de 11 m de 
anchura por 3 de altura y se orienta en dirección NO. Su altura sobre el nivel del mar es 
de 113 m. Aunque se sitúa en una zona de valle relativamente cerrado, posiblemente sus 
dimensiones la harían fácilmente reconocible en su contexto inmediato.
La cueva de El Linar tiene tres bocas, aunque solo una de ellas es practicable, al menos en 
la actualidad. Es de grandes dimensiones, de unos 20 m de anchura por unos 2 m de altura, 
aunque está colmatada por abundantes sedimentos. Se orienta en dirección SE y está a 104 
m sobre el nivel del mar. Su entrada es muy fácilmente reconocible desde el exterior.
La cueva de Las Chimeneas tiene una única boca. Las dimensiones originales del vestíbulo 




mar. A pesar de ello, y debido a la morfología interior y a la distancia entre el interior y donde 
se situaría la boca exterior, es probable que no fuera de grandes dimensiones, y por lo tanto 
poco reconocible exteriormente.
La cueva de La Pasiega tiene al menos dos bocas que estuvieron abiertas durante el Paleolítico 
VXSHULRUWDPEL«QHVSRVLEOHTXHODJDWHUDSRUODTXHVHGHVFXEULµHVWXYLHVHSUDFWLFDEOHSRU
ORTXHODKHPRVFODVLᚏFDGRFRPRGHDFFHVRP¼OWLSOHOD¼QLFDGHHVWDVFDUDFWHU¯VWLFDVHQHO
corpus de análisis. Las dimensiones originales de la entrada las desconocemos debido a las 
obras de adaptación. Las bocas se localizan al mismo nivel en diferentes puntos próximos 
de la ladera, se orientan en dirección S-SE y se sitúan a 190 m sobre el nivel del mar. A 
pesar de ello las dimensiones de las entradas no serían muy amplias, y, en consecuencia, 
VHU¯DQSRFRGHVWDFDEOHVHQVXFRQWH[WRSDLVDM¯VWLFR
El análisis de la cueva de Las Monedas es problemático en esta categoría debido a que es 
probable que la entrada que conocemos en la actualidad no fuese en realidad la original, 
en gran parte sellada por un depósito de ladera. Sin embargo, todo parece indicar que 
la entrada, única, se situaría paralela a la que conocemos hoy en día. Por esta razón 
GHVFRQRFHPRVODVGLPHQVLRQHVGHOYHVW¯EXORODHQWUDGDVHRULHQWDHQGLUHFFLµQ6\VXDOWXUD
sobre el nivel del mar es de 187 m.  Considerando dicha hipótesis, la entrada debió tener 
una considerable anchura, y aunque no es fácil precisar, posiblemente podría haber sido un 
HOHPHQWRGHVWDFDGRHQHOSDLVDMH
La cueva de Covalanas tiene un único acceso a través de un vestíbulo orientado en dirección 
NW de unos 50 m de anchura por 13 m de altura. La boca en sí es mucho más reducida, 
en torno a los 10 m por 2 m de altura. Su altura sobre el nivel del mar es de 320 m. El 
vestíbulo exterior hoy en día es fácilmente reconocible desde el exterior, no en tanto como 
gran cavidad sino como abrigo, si bien el carácter monumental que posee la vecina cueva 
de El Mirón condiciona su visibilidad.
Finalmente, la cueva de Pondra tiene dos grandes bocas, una orientada hacia el O y otra hacia 
el S precedidas por un vestíbulo, y se localiza a 200 m sobre el nivel del mar. La boca orientada 
hacia el S tiene unos 6,5 m de anchura por apenas 2 m de altura, la orientada hacia el O tiene 
unos 11 m de anchura por más de 4 m de altura. Su presencia es fácilmente reconocible desde 
el exterior, incluso en un 
radio de visualización 
bastante grande. 
La valoración de los 
datos muestra una 
preferencia por la 
orientación S y O, que 
son en general las 
preferidas para el hábitat 
por la mayor cantidad 
de luz que las alcanza. 
Sin embargo, también 
contamos con dos 
cavidades orientadas 
hacia el N, Las 
Chimeneas y Covalanas, 
ambas sin yacimiento 
de habitación. Las 
cavidades con 
UHSUHVHQWDFLRQHV MXQWR
a la entrada, Pondra, La Fig.15.1 Acceso
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Pasiega y Chufín, presentan una orientación (sur o oeste), adecuada para la entrada de 
luz, observándose en este caso una coherencia entre implantaciones en zonas exteriores 
(con luz natural o de penumbra) y cavidades que presentan para su área interior una mayor 
potencialidad receptora de iluminación natural (Fig. 15.1). 
Las altitudes de las cuevas están entre 320 metros sobre el nivel del mar y 104 m, aunque 
ODPD\RU SDUWH GH ODV FDYLGDGHV DQDOL]DGDV HVW£Q SRU GHEDMR GH P FRQ ODV ¼QLFDV
excepciones de Covalanas y La Covaciella. Todas las cavidades se localizan colgadas 
VREUHYDOOHVHQSUR[LPLGDGDFXUVRVᚐXYLDOHVHQ£UHDVFRQJUDQSRWHQFLDOFLQHJ«WLFR
Lo más frecuente es que las cavidades tengan un único acceso. Solo hemos documentado 
dos casos en los que tienen dos o más accesos: Pondra, con dos entradas localizadas 
a pocos metros entre sí, y La Pasiega, en la que existen dos o, más posiblemente, tres 
DFFHVRVTXHSUREDEOHPHQWHIXQFLRQDURQGHPDQHUDLQGHSHQGLHQWHSDUDORVFRQMXQWRVGHOD
Galería B/A/D y de la Galería C, dado que, aunque es factible transitar por todas las galerías 
GHVGHXQD¼QLFDHQWUDGDODGLᚏFXOWDGGHOSDVRHQWUHODVJDOHU¯DV'\&KDU¯DTXHHOWU£QVLWR
interior entre ambas tuviese un carácter esporádico. 
Las dimensiones de las entradas son variadas, aunque el desconocimiento de las 
características de las entradas de cuatro de las cuevas analizadas no permite avanzar 
mucho. La de mayor tamaño es la entrada de El Linar que da, además, acceso a un vestíbulo 
GHPX\JUDQGHVGLPHQVLRQHVHOUHVWRGHORVDFFHVRVWLHQHXQDVPHGLGDVVLPLODUHVHQWRUQR
a los 10 m de anchura por 2-3 m de altura. 
(OFRQWH[WRDUTXHROyJLFR
$WUDY«VGHORVHVWXGLRVHWQRJU£ᚏFRVVDEHPRVTXHODSUR[LPLGDGGHORVVLWLRVGHKDELWDFLµQ
con los lugares en los que se llevaron a cabo representaciones podría indicar que todo el 
JUXSRHUDSDUW¯FLSHGHODVDFWLYLGDGHVJU£ᚏFDV\VLPEµOLFDV3RURWUR ODGR ODFUHDFLµQGH
UHSUHVHQWDFLRQHVSDULHWDOHVHQOXJDUHVGHGLI¯FLODFFHVRRVLWXDGDVHQSXQWRVP£VDOHMDGRV
de los lugares de habitación de los grupos podrían indicar que las representaciones se 
HMHFXWDEDQ HQ PDUFRV OLPLWDGRV D GHWHUPLQDGDV SHUVRQDV GHO JUXSR FRPR ULWXDOHV GH
iniciación o ligadas a grupos (sociales, de género, de edad, etc.) en los que el simbolismo 
tenía un carácter privado (LEWIS-WILLIAMSLOUBSER, 2013). 
Como hemos evaluado para cada una de las cavidades estudiadas, el contexto arqueológico 
SXHGHWHQHULPSRUWDQFLDDODKRUDGHGHᚏQLUODXWLOL]DFLµQGHODVFDYLGDGHVSDOHRO¯WLFDV/D
presencia o ausencia del mismo en proximidad a las grafías ya la hemos analizado en parte 
en las cuevas en las que penetra la luz natural iluminando algunas de las representaciones 
(como Pondra, La Pasiega y Chufín). No obstante también contamos con otro yacimiento 
GHJUDQULTXH]DPX\FHUFDGHOFRQMXQWRSDULHWDOGH(O/LQDU(Q&RYDODQDV/DV&KLPHQHDV
\/DV0RQHGDVHOFRQWH[WRH[WHULRUHVPX\SREUHDO LJXDOTXHHOGH/D3DVLHJDDXQTXH
en los casos de Covalanas y La Pasiega existe la posibilidad de que se deba al tipo de 
excavación que se llevó a cabo, ligada a la apertura al público de las cavidades, aunque 
WRGRSDUHFHLQGLFDUTXHODGHQVLGDGVHU¯DEDMDRPX\EDMD(Q/DV&KLPHQHDVVHOOHYDURQD
cabo dos sondeos, uno en la parte más interior del vestíbulo y otro en el interior de la cueva, 
cuyos resultados fueron negativos. En Las Monedas también se excavaron varias catas con 
resultados pobres. En La Covaciella no se han llevado a cabo ningún tipo de excavaciones 
en el área en la que se localiza la entrada original de la cavidad debido a que se desconoce 
la profundidad del tapón que la bloqueó. 
El Linar tiene un yacimiento que apenas ha sido excavado por la presencia de bloques y 
por la potencial alteración producida por el río (GONZÁLEZ-SAINZ, MONTES BARQUÍN, & 
MUÑOZ-FERNÁNDEZMOURE, GUTIERREZ-CUEVAS, & GUTIÉRREZ-CUEVAS, 
6LQHPEDUJRGXUDQWH ODH[FDYDFLµQ OOHYDGDDFDERSDUD OD LQVWDODFLµQGH ODYHUMD
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de acceso, se localizó un nivel con abundantes materiales del Magdaleniense superior 
que también se reconocido en otras áreas, aunque revueltas por la actividad del río 
(MUÑOZ-FERNÁNDEZ & SAN MIGUEL, 1991). Además durante los últimos años se han 
retomado las excavaciones (HERAS, MONTES, LASHERAS, RASINES, & FATÁS, 2008) 
HQ ODVTXHVH ORFDOL]DURQYDULRVKRJDUHVHQXQRGHHOORVVH ORFDOL]µXQURGHWHJUDEDGR
Otro de los hogares se dató en el Magdaleniense superior. La cronología de este contexto 
SDUHFHFRLQFLGLUFRQODFURQRORJ¯DHVWLPDGDSRUPHGLRVHVWLO¯VWLFRVGHOFRQMXQWRᚏJXUDWLYR
de El Linar. Por ello podríamos concluir que el vestíbulo de la cavidad estaba habitado 
GXUDQWH HO SHULRGR HQ HO TXH VH HMHFXWDURQ ODV SLQWXUDV \ SRWHQFLDOPHQWH SRGU¯DQ HVWDU
interrelacionadas, aunque espacialmente claramente diferenciadas, entre sí. Sin embargo, 
ODVFDUDFWHU¯VWLFDVGHOFRQMXQWRSDULHWDOSDUHFHQLQGLFDUTXHGHSHUWHQHFHUDORVJUXSRVTXH
habitaron en el vestíbulo, no todos los miembros del grupo tendrían acceso al área en la que 
se representaron las grafías por la escasez de espacio, a pesar de la proximidad relativa del 
FRQMXQWRHVWHDVSHFWRORDQDOL]DUHPRVP£VDGHODQWHFRQP£VGHWDOOH
3DUDHO FRQMXQWRGH/DV0RQHGDV /DV&KLPHQHDV \/D3DVLHJDH[LVWHXQ \DFLPLHQWR \
FRQMXQWRGHDUWHSDULHWDOPX\SUµ[LPRHOGHODFXHYDGH(O&DVWLOOR(OFRQMXQWRGHFXHYDV
se distribuye a lo largo de unos 400 m en la falda del Monte Castillo. Hasta la fecha el 
único con un yacimiento excavado es la cueva de El Castillo. Como hemos mencionado 
ORV FRQMXQWRV GH 0RQWH &DVWLOOR TXH VH LQFOX\HQ HQ HVWH WUDEDMR WLHQHQ XQ \DFLPLHQWR
SREUH FRQ PX\ SRFRV PDWHULDOHV OR TXH SRGU¯D VHU LQGLFDWLYR GH TXH HVWRV FRQMXQWRV
carecían de yacimiento de habitación (en un sentido de cotidianeidad en la estancia). En 
el caso de Las Monedas es posible que no se haya localizado hasta la fecha la entrada 
original de la cavidad, aunque este hecho es poco probable hemos de tener en cuenta la 
posibilidad. En La Pasiega las condiciones de “excavación” no fueron las adecuadas, y si 
llegó a existir algún tipo de ocupación probablemente fue esporádica en detrimento de El 
Castillo, más adecuado para el desarrollo de actividades cotidianas. Lo mismo ocurriría 
en Las Chimeneas, donde parece que no se habitó, posiblemente por la proximidad del 
vestíbulo de El Castillo, localizado a apenas 100 m, aunque a otro nivel, y por las pocas 
condiciones de habitabilidad de la entrada/vestíbulo. Esto implica que el núcleo habitacional 
vinculado a las tres cuevas analizadas podría haberse localizado en El Castillo, en cuyo 
vestíbulo se desarrollaron actividades de todo tipo desde al menos hace 150.000 años hasta 
la Edad del Bronce con una aparente continuidad dada la cantidad de materiales óseos y 
líticos recuperados en especial en los niveles magdalenienses, solutrenses, gravetienses y 
auriñacienses, documentándose, además, arte mueble en los niveles correspondientes al 
Gravetiense, Magdaleniense inferior y Magdaleniense superior)(CABRERA, 1984). 
Las posibles interpretaciones de la carencia de habitación cotidiana y doméstica en las 
FXHYDVGH/DV&KLPHQHDV/D3DVLHJD\/DV0RQHGDVSRGU¯DQVHUODPHMRUKDELWDELOLGDG
GHOYHVW¯EXORGH(O&DVWLOORGDGD ODDPSOLWXGGHVXYLVHUD\ ODJUDQVXSHUᚏFLHGLVSRQLEOH
Sin embargo, la interpretación podría ser complementada con otra (ya que si bien La 
Pasiega y Chimeneas presentan espacios de vestíbulo poco idóneos, no ocurre lo mismo 
HQ/DV0RQHGDV\TXL]£V ORVFRQMXQWRVDG\DFHQWHVD(O&DVWLOORHVWDEDQUHVWULQJLGRVD
ciertos miembros de los grupos. La decoración daría comienzo de manera “culturalmente 
sincrónica” en El Castillo y La Pasiega, y tras las fases Pre-magdalenienses se continuaría la 




miembros. Esta hipótesis tendría en parte su refrendo en la mayor presencia de espacios 
decorados de áreas principales de tránsito en El Castillo, frente a espacios secundarios o 
QRYLVLEOHVGHO£UHDSULQFLSDOHQ/DV0RQHGDV\/DV&KLPHQHDVSRUHOFRQWUDULR/D3DVLHJD
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representaría una situación intermedia, si bien la menor dimensión de sus bocas y su menor 
ಯPRQXPHQWDOL]DFLµQHQHOSDLVDMHರLPSOLFDQXQFLHUWRFDU£FWHUUHVHUYDGRHQVXORFDOL]DFLµQ
exterior. Pero para complementar y contrastar estas observaciones sería interesante añadir 
el estudio de la cueva de El Castillo al corpus de análisis, por lo que lo consideramos una 
perspectiva de futuro. 
El caso de Covalanas podría ser similar a lo anteriormente documentado en el Monte 
Castillo. Muy cerca de la cueva, entre Covalanas y La Haza (que presentan un estilo 
similar aunque son muy diferentes desde el punto de vista de su distribución espacial), está 
situada la cueva de El Mirón que ha proporcionado abundantes materiales desde el Bronce 
inicial hasta al menos el Gravetiense, pasando por fases del Magdaleniense superior, 
medio e inferior y Solutrense (GARCÍA-DIEZ, GONZÁLEZ-MORALES, & STRAUS
GONZÁLEZ-MORALES & STRAUS, 2008). La mayor densidad de materiales aparece 
en el Magdaleniense inferior, aunque también se han documentado varios niveles 
FRUUHVSRQGLHQWHV DO 6ROXWUHQVH /D FXHYD GH (O0LUµQ SUHVHQWD XQDPHMRU KDELWDELOLGDG
que la de Covalanas y por ello existe la posibilidad de que el yacimiento correspondiente 
D(O0LUµQVHFRUUHVSRQGLHVHFRQODVJHQWHVTXHGLEXMDURQHOFRQMXQWRGH&RYDODQDV(Q
WDOFDVRGDGDODVHSDUDFLµQKDELWDFLµQFRQMXQWRSDULHWDOSRGU¯DPRVKDEODUGHXQDSRVLEOH
segmentación social si se hubiese dado el caso de que solo parte del grupo hubiese podido 
acceder a las representaciones. También existe la posibilidad, muy poco probable, de 
que ambas cuevas (Covalanas y La Haza) hubiesen tenido un yacimiento de habitación o 
RFXSDFLRQHVHVSRU£GLFDVTXHKDEU¯DQHVWDGRUHODFLRQDGDVFRQODHMHFXFLµQGHODVJUDI¯DV\
que fuesen destruidas durante los años 50 debido a las actuaciones de los camineros que 
efectuaron un control arqueológico muy limitado. 
En cuanto al contexto interno de las cuevas, es muy pobre en todos los casos. Esto se debe 
probablemente a que hemos analizado cuevas descubiertas antes de la explosión de los 
estudios del contexto que se han implantado desde las últimas tres décadas. Antes no se 
OHGDEDODLPSRUWDQFLDTXHGDPRVKR\HQG¯DDORVUHVWRVORFDOL]DGRVHQODVXSHUᚏFLHGHODV
cavidades. El único caso que constituye la excepción en nuestro corpus es la cueva de La 




DQDOL]DGRV VLQ HPEDUJR DXQTXH SHUPLWHQ GHWHUPLQDU TXH HO FRQMXQWR KD SHUPDQHFLGR
HVWDEOHGHVGHTXHVHHMHFXWDURQ ODVJUDI¯DVQRSHUPLWHDYDQ]DUHQHO FRQRFLPLHQWRGHO
posible uso de la cavidad. 
En el resto de los casos los hallazgos en el interior de la cavidad se limitan a algunas piezas 
HQ VXSHUᚏFLH SRFRGLDJQµVWLFDV HQ ORV FRQMXQWRV GH(O /LQDU&KLPHQHDV /D3DVLHJD \




(OFRQFHSWRGH ಯHVSDFLRQRJU£ᚏFRರVH UHᚏHUHDDTXHOODVSDUWHVGH ODVFDYLGDGHVHQ ODV
que existe un vacío decorativo. Sus causas pueden deberse a la conservación diferencial, 
es decir, que representaciones paleolíticas hayan desaparecido de determinadas áreas 
VLQGHMDUUDVWUR\SRUFDXVDVWDIRQµPLFDVGHGLYHUVD¯QGROHRSRUGHFLVLRQHVGHFDU£FWHU
simbólico, es decir, que determinadas zonas no fuesen seleccionadas porque no reunían 
los caracteres necesarios vinculados al soporte, al tamaño del panel, a la altura al suelo 
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adecuada, a la morfología, al espacio disponible, a los caracteres visuales del espacio en 
UHODFLµQDODW«FQLFDRLQFOXVRDXQDQRLQWHJUDFLµQHQODSODQLᚏFDFLµQHVSDFLDOGLVH³DGDHQ
XQPRPHQWRSUHYLRDODHMHFXFLµQ
Este concepto ha recibido muy escasa atención. Pigeaud (2005) generó una tipología de 




función y no un carácter simbólico. Por otro lado estarían los “blancos” que se utilizan para 
separar la frecuentación ordinaria de los santuarios. Finalmente, considera las pausas en 
el discurso simbólico que tienen un efecto retórico y no funcional, marcando una transición 
entre partes en el ritual de progresión hacia el interior, quizás eran indicativos de lugares en 
los que personas no autorizadas a continuar debían de darse la vuelta. 
(OSUREOHPDGHHVWDWLSRORJ¯DHVODGLᚏFXOWDGHQODGLVFULPLQDFLµQSU£FWLFDHQWUHXQR\RWUR
WLSR6LPSOHPHQWHHMHPSOLᚏFDFDGDXQDGHODVFDWHJRU¯DVVLQSURSRUFLRQDUXQSURFHGLPLHQWR
para diferenciar los tipos. Por otro lado Pigeaud no considera la posibilidad de que estos 
espacios hayan albergado representaciones que hayan desaparecido. 
(QQXHVWURFRUSXVWRGDVODVFDYLGDGHVFXHQWDQFRQHVSDFLRVQRJU£ᚏFRV£UHDVHQODVTXH
no hay representaciones de ningún tipo. En algunos casos son muy patentes y en otros 
simplemente afectan a áreas de carácter secundario.
En La Covaciella, Las Chimeneas y Covalanas la decoración no da comienzo hasta la parte 
media de la cueva y alcanza la parte más profunda de la cueva, aunque en los tres casos 
ODPD\RU GHQVLGDG GH ᚏJXUDV QR VH ORFDOL]D HQ HO SXQWRP£V DOHMDGR GH OD HQWUDGD /D
decoración se localiza, también en las tres cavidades, en áreas del recorrido principal de 
la cavidad (principalmente en La Covaciella y Covalanas) y en las zonas más restringidas 
GH ODV SDUWHV ᚏQDOHV TXH SXHGHQ FRQVLGHUDUVH VHFXQGDULDV PDUFDGDPHQWH HQ HO FDVR
GH/DV&KLPHQHDV$GHP£V ORV WUHVFRQMXQWRVVRQ ಯVLQFUµQLFRVರSDUWLHQGRGHOSXQWRGH
vista estilístico, uno de época Pre-Magdaleniense (Covalanas) y dos Magdalenienses (Las 
Chimeneas y La Covaciella). 
Covalanas es una galería rectilínea relativamente amplia. Las paredes en la primera parte 
se encuentran muy alteradas, por lo que si existió algún tipo de representación parietal 
podría haber desaparecido. La decoración no comienza hasta 37 m de la entrada y está 
FRQVWLWXLGDSRUXQD¼QLFDJUDI¯DQRᚏJXUDWLYDGHGRV WUD]RVDLVODGRV/DPD\RUGHQVLGDG
decorativa comienza tras una pequeña sala, punto a partir del cual el tamaño de la galería 
FRPLHQ]DDGLVPLQXLU SURJUHVLYDPHQWH ODV UHSUHVHQWDFLRQHVVH ORFDOL]DQDDPERV ODGRV
de la galería prácticamente sin espacio entre las mismas. A 89 m de la entrada se abre 
XQSHTXH³RFDPDU¯QHQHO ODGR L]TXLHUGRGH ODJDOHU¯DHQHOTXHVH ORFDOL]DXQFRQMXQWR
GH UHSUHVHQWDFLRQHV WDQWR ᚏJXUDWLYDV FRPRQR ᚏJXUDWLYDV /DGHQVLGDGHQ OD GHFRUDFLµQ
GLVPLQX\HVXVWDQFLDOPHQWHDPGHODHQWUDGDFXDQGRODJDOHU¯DSULQFLSDOVHELIXUFDDSDUWLU
de este punto el espacio es mucho más reducido y la decoración está fundamentalmente 
FRPSXHVWDSRUUHSUHVHQWDFLRQHVQRᚏJXUDWLYDVFRQXQD¼QLFDH[FHSFLµQXQDO¯QHDF«UYLFR
dorsal. Podemos concluir, por lo tanto, que la decoración es prácticamente continua desde 
DSUR[LPDGDPHQWHPGHODHQWUDGDKDVWDHOᚏQDOGHODFDYLGDG(OHVSDFLRQRJU£ᚏFRVH
OLPLWDDODSULPHUDSDUWHGHOUHFRUULGRVXEWHUU£QHRFRQODH[FHSFLµQGHODJUDI¯DQRᚏJXUDWLYD
a 37 m de la entrada. La apariencia del soporte en las áreas sin decorar es en muchos 
lugares similar a la de los paneles decorados, por lo que no nos encontramos ante una 
VHOHFFLµQGHELGDDODSRFDDGHFXDFLµQGHOVRSRUWH/DORFDOL]DFLµQGHODVᚏJXUDVVHSRGU¯D
GHEHUVLQHPEDUJRDODGLVPLQXFLµQGHOHVSDFLRHQODPLWDGᚏQDOGHODJDOHU¯D\DODPD\RU
proximidad de los paneles entre sí. 
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En La Covaciella el dispositivo parietal da comienzo a 33 m de la entrada principal, el uso de 
XQDIXHQWHGHOX]DUWLᚏFLDOHVQHFHVDULRHOUHFRUULGRHVVHQFLOOR\UHTXLHUHVXELUSRUUDPSDV
con una importante pendiente. La primera representación, muy similar a la de Covalanas, se 




FRQMXQWRGHUHSUHVHQWDFLRQHV ORHQFRQWUDPRVDPGH ODHQWUDGDHQHO UHFRUULGRKDFLD




por lo tanto la Sala del Enlace, la primera rampa de subida y la mayor parte de la Sala del 
Descubrimiento y la pared N de la Galería de las Pinturas. 
El vacío de la pared N de la galería de las Pinturas se puede explicar por la morfología 
GHO VRSRUWH DUFLOOD GH GHVFDOFLᚏFDFLµQ GH FRORU RVFXUR FRPELQDGD FRQ FRQFUHFLRQHV
calcíticas, frente a las condiciones óptimas (incluyendo el carácter liso) que presentan las 
GH ODSDUHG6DGHP£V ODSUR[LPLGDGHQWUHDPEDVSXHGHKDEHUHYLWDGR ODGHFRUDFLµQHQ
ODSDUHGGHHQIUHQWHSDUDFHQWUDU ODDWHQFLµQHQODSDUWHSULQFLSDOGHOFRQMXQWR7UDVHVWD






En La Covaciella, no obstante, existe la posibilidad de que alguna representación haya 
desaparecido a causa de los bloques que se depositaron tras la apertura del techo de la 
cueva, por lo que no tenemos la certeza de que en la primera rampa de subida no existiese 
DOJXQDUHSUHVHQWDFLµQ6LQHPEDUJRV¯TXHSRGHPRVFHUWLᚏFDUTXHHQODSULPHUDVDODQR
existe ninguna representación y en la Sala del Descubrimiento y Galería de las Pinturas 
tampoco.  
En Las Chimeneas la decoración comienza a 63 m de la entrada original. Las representaciones 
se localizan inicialmente en el recorrido principal pero en paneles que no son visibles 
durante el tránsito por la cavidad, hasta que la galería hace un leve giro, cuando los paneles 
pasan a estar en el área del tránsito. Estos paneles están conformados únicamente por 
UHSUHVHQWDFLRQHVQRᚏJXUDWLYDV ODVᚏJXUDWLYDVHVW£Q ORFDOL]DGDVHQSXQWRVRFXOWRV IXHUD
de la circulación principal. A 95 m de la entrada se abre una sala en la que las grafías se 
localizan únicamente en el extremo opuesto al de la galería principal, en todo caso son 




Sin embargo, la ausencia decorativa más llamativa es la de la primera mitad de la cavidad, 
aunque se podrían explicar por la falta de soportes “adecuados”, ya que las paredes están 
DOHMDGDVGHOUHFRUULGRSULQFLSDO\KD\XQDJUDQDEXQGDQFLDGHUHFRQVWUXFFLRQHVOLWRTX¯PLFDV
La decoración da comienzo en un punto avanzado, pero las representaciones se encuentran 







Las Monedas. Las representaciones no son visibles desde el recorrido principal, por lo que 
HVQHFHVDULRHQWUDUHQHOHVSDFLRWRSRJU£ᚏFRHQHOTXHVHORFDOL]DQODVJUDI¯DV(OUHVWRGHO
FRQMXQWRHVSDFLDOPX\JUDQGHHQDPERVFDVRVQRIXHXWLOL]DGRSDUDUHSUHVHQWDUJUDI¯DV
aunque en estos casos, dado el tamaño de ambas cavidades, no hemos podido analizar en 
VXWRWDOLGDGHOHVSDFLRQRJU£ᚏFR/RVHVSDFLRVVHOHFFLRQDGRVHQDPERVFDVRVVHVLW¼DQHQ






Por otro lado, la decoración en El Linar está más dispersa. Las representaciones del Panel 
HVW£QDJOXWLQDGDVHQHOWHFKRGHOODPLQDGRUVLQHPEDUJRQRVHKDQXWLOL]DGRODVSDUHGHV
del espacio. La zona del acceso no se ha utilizado para representar ninguna grafía y las 
otras dos representaciones se localizan en los estrechamientos de la galería paralela al 
laminador, ambas aisladas con vacíos entre sí. La selección de la localización de estas 
representaciones es clara debido al aprovechamiento del soporte y la posible vinculación 
con un acto ritual (SAN MIGUEL & MUÑOZ-FERNÁNDEZ, 2010). 
Otra categoría que hemos podido distinguir en nuestro corpus es la localización de las grafías 
tanto en áreas primarias como secundarias, distribuidas a lo largo de todo el itinerario. La 
GHFRUDFLµQHVGLVFRQWLQXD\HVW£OLPLWDGDDDOJXQDVJUDI¯DVDLVODGDVRSHTXH³RVFRQMXQWRV
GHJUDI¯DV(VWHWLSRORKHPRVGLVWLQJXLGRHQWUHVFRQMXQWRVRSDUWHVGHFRQMXQWRV3RQGUD
Chufín y La Pasiega D. 
En Pondra la decoración se distribuye a lo largo de toda la cavidad, de grandes dimensiones. 
/DHQFRQWUDPRVGLVSHUVDHQ WUHVFRQMXQWRVGHJUDI¯DVHOSULPHUSDQHODOTXHDOFDQ]D OD
luz solar, en la parte central tres paneles tanto en áreas centrales de la galería como en 
VHFXQGDULDV\ᚏQDOPHQWHHQODSDUWHᚏQDO/RVYDF¯RVDEDUFDQODPD\RUSDUWHGHODFDYLGDG
y especialmente la pared izquierda, en la que solo encontramos una única grafía, la del 
SDQHOGHODXQLGDGWRSRJU£ᚏFD/DDXVHQFLDGHGHFRUDFLµQHQGHWHUPLQDGDVSDUWHVQRVH
puede explicar por la ausencia de soportes similares a los utilizados. 
(Q&KXI¯QODGHFRUDFLµQVHFRQFHQWUDDOFRPLHQ]RGHODFDYLGDGHQODXQLGDGWRSRJU£ᚏFD
\DOᚏQDOGHOUHFRUULGRSULQFLSDOHQODXQLGDGWRSRJU£ᚏFDODSDUWHFHQWUDOGHODFDYLGDG
Presenta únicamente tres grafías, grabadas en todos los casos y siempre situadas en la 
SDUHGGHUHFKD)LQDOPHQWHODSDUWHᚏQDOGHODFXHYDDOPHQRVTXHFRQRFHPRVKR\HQG¯D
está densamente decorada en la pared derecha, la pared izquierda y el techo. 
La Pasiega D es la parte de la cavidad que se localiza en la intersección entre las Galerías 
B y A y hasta su conexión, hoy cerrada, con la Galería C. Se trata de un conducto largo de 
diferentes anchuras. La decoración se distribuye tanto en zonas primarias como secundarias, 
abiertas y restringidas, tanto en paredes como techos. La parte central de la Galería entre 
ODVXQLGDGHV WRSRJU£ᚏFDV\QRFRQWLHQHJUDI¯DVSUREDEOHPHQWHGHELGRDTXHHUDXQ
área muy estrecha de difícil paso, las paredes están cubiertas de calcita y abundan las 
estalactitas y estalagmitas que parten del suelo y el techo. Sin embargo, en esta zona sí que 
KD\JUDI¯DVGLVWULEXLGDVHQGLIHUHQWHVHVSDFLRVVHFXQGDULRVXQLGDGHVWRSRJU£ᚏFDV
6 y 7). Frente a la alta densidad de las otras galerías la galería D tiene menos grafías, que 
además son muy diversas desde el punto de vista cronológico, con paneles de cronologías 
tanto Pre-Magdalenienses como Magdalenienses. En general, los paneles corresponden a 
XQD¼QLFDFURQRORJ¯DFRQVRORWUHVH[FHSFLRQHVದODVXQLGDGHVWRSRJU£ᚏFDVDPEDVHQ
HOUHFRUULGRSULQFLSDO\ODXQLGDGWRSRJU£ᚏFDHQXQHVSDFLRVHFXQGDULRದ
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Finalmente, el último tipo que hemos reconocido en el análisis de las cavidades seleccionadas 
HVHOGHGHFRUDFLµQFRQWLQXDHQODV£UHDVGHUHFRUULGRSULQFLSDOORVYDF¯RVGHFRUDWLYRVVH
localizan únicamente en áreas secundarias de la cavidad. Esto lo podemos observar en 




En las Galerías B y C la decoración es más o menos continua con algunas excepciones 
TXHVHSXHGHQREVHUYDUHQODGLVWULEXFLµQGHODVXQLGDGHVWRSRJU£ᚏFDV(QHOFDVRGHOD
B aparecen áreas vacías tanto en áreas primarias como secundarias, mientras que en la 
galería C se reducen a zonas secundarias. Los vacíos en la zona C se podrían explicar por 
la difícil topografía en esta zona y la ausencia de soportes adecuados. En el caso de la B, sin 
embargo, los vacíos no son tan fácilmente explicables, puesto que los soportes presentan 
FDUDFWHU¯VWLFDVVLPLODUHVDORVTXHIXHURQXWLOL]DGRVSDUDDOEHUJDUᚏJXUDV
Esta tipología no es cerrada y, aparte de lo descrito en los párrafos previos, no hemos podido 
GLVWLQJXLUGLIHUHQFLDVVLJQLᚏFDWLYDVHQODPD\RUSDUWHGHORVHVSDFLRVTXHQRIXHURQXWLOL]DGRV
para la decoración prehistórica dado que en muchas ocasiones estos espacios presentan 
ODVPLVPDVFDUDFWHU¯VWLFDVTXHDTXHOORVTXHV¯TXHVHXWLOL]DURQGXUDQWHODHMHFXFLµQ
/DV£UHDVVLQGHFRUDUVHORFDOL]DQWDQWRHQHOHMHSULQFLSDOFRPRHQHOVHFXQGDULRDLQLFLRV
de la cavidad o en partes intermedias o terminales. 
(QRFDVLRQHV ODVVXSHUᚏFLHVTXHQR IXHURQXWLOL]DGDV WLHQHQDOJXQDVFDUDFWHU¯VWLFDVTXH
nos pueden conducir a pensar que son la razón por la que no fueron utilizadas, como por 
HMHPSORXQVRSRUWHGHPDVLDGRRVFXUR ODSUHVHQFLDGHXQDJUXHVDFDSDGHFDOFLWDR ODV
características del soporte. 
En conclusión, la manera en la que hemos planteado el presente estudio, debido a que 
UHFDODPRVHQVXLPSRUWDQFLDGXUDQWHODIDVHGHWUDEDMRGHFDPSRQRQRVSHUPLWHGHWHUPLQDU
ningún tipo de actuación social a través de la no selección de determinados espacios. Es 
QHFHVDULR YLQFXODU HO HVWXGLR GH ORV HVSDFLRV QR JU£ᚏFRV D OD VHOHFFLµQ GH ORV HVSDFLRV
JU£ᚏFRV/D UHODFLµQHQWUHDPEDVSRGU¯D OOHYDUDSHQVDUTXHHOKHFKRGHGHMDUHVSDFLRV
sin decorar podría ser un modo de focalizar la atención de la persona que visualiza. Estos 
HVSDFLRVQRJU£ᚏFRVSRGU¯DQWHQHUXQSHVRGHWHUPLQDQWHHQODOHFWXUD\REMHWLYRᚏQDO









correspondientes a las cuevas de La Pasiega, Las Monedas, El Linar, Pondra, Chimeneas, 




El soporte más utilizado es la caliza con el 76,3% de los casos, seguido de la arcilla de 
GHVFDOFLᚏFDFLµQODFDOFLWD\HOUHFXEULPLHQWRFDOF¯WLFR6RORHQGRV
FDVRVDSDUHFHXQDFRPELQDFLµQHQHO XVRGH FDOL]D \DUFLOOD GHGHVFDOFLᚏFDFLµQ 
Dependiendo del tipo de soporte utilizado, la consistencia es habitualmente dura (82,1%), 
mientras que solo en un 17,6% es blanda, coincidiendo en general con el uso de arcilla de 
GHVFDOFLᚏFDFLµQ
El color del soporte más abundante en la muestra es el amarillo (44,6%), seguido del gris 
FRQXQDIUHFXHQFLDPHQRUHVW£QHOEODQFRPDUUµQ\QDUDQMD
No hemos observado el uso de soportes de color negro o transparente. 
La presencia de diferentes caracteres morfológicos de los soportes utilizados es otra de 
las variables analizadas. Las grietas de pequeño a mediano calibre son muy frecuentes, 
apareciendo en el 57,5% de las grafías analizadas. Sin embargo, también es muy habitual 
TXHQRDSDUH]FDQLQJ¼QFDU£FWHUTXHDIHFWHDODᚏJXUDGHIRUPDVLJQLᚏFDWLYDGHORV
casos). Otras categorías presentes son las oquedades de pequeño y medio tamaño (6,1%), 
GLYHUVRVFDUDFWHUHV LQGHᚏQLGRV ODSUHVHQFLDGH IµVLOHVHQHO£UHD LQPHGLDWDGH OD
JUDI¯DRSRUGHEDMRGHODPLVPD\ᚏQDOPHQWHᚏVXUDVGHJUDQWDPD³RMXQWRRGLYLGLHQGROD
grafía (1,2%). En relación a esta variable, el soporte se puede considerar en general liso 
(89,6%) siendo rugoso solo en 77 casos (10,4%). 
La forma del soporte es variada, los tipos más frecuentes son plano (33,8%), cóncavo (27,5%) 
y sinuoso (20,1%), las dos variables restantes están casi a la par: convexo constituye el 
9,9% y poliforme el 8,4%. 
/DGLVSRVLFLµQGHOVRSRUWHHVSUHIHUHQWHPHQWHYHUWLFDOFRQHOGHORVFDVRVHVWXGLDGRV







UHVXOWDQ LPSRUWDQWHV GHVFDOFLᚏFDFLµQ GHO VRSRUWH WUDV OD HMHFXFLµQ GH OD ᚏJXUD 
desconchado (0,8%), lavado (0,4%) y la presencia de moonmilk sobre la representación o 
en el área inmediata (0,3%) (Fig. 15.2). 
8QLGDGHVJU£ᚏFDV
Los tipos de representación están equitativamente repartidos, siendo ligeramente más 
IUHFXHQWHV ORV ᚏJXUDWLYRV  TXH ORV QR ᚏJXUDWLYRV  /RV WHPDV VRQ PX\
YDULDGRV 7HQLHQGR HQ FXHQWD OD FDWHJRU¯D JHQHUDO HQ OD TXH VH FODVLᚏFD SRU J«QHUR \
aunando las categorías más frecuentes de signos, observamos que las categorías están 
bastante repartidas. 
6HSDUDQGRORVWHPDVᚏJXUDWLYRV\ORVQRᚏJXUDWLYRVHQFRQWUDPRVTXHDQLYHOGHJ«QHUR
el más representado son los cervidae (35,68%) seguido de equidae (22,13%) bovinae 
(16,93%), cuadrúpedos indeterminados (14,06%) y cápridos (22,14%). El resto de categorías 
DSHQDVDEDUFDQXQ3RURWUR ODGR ORV WHPDVQRᚏJXUDWLYRVVRQJHQHUDOPHQWHVLJQRV
O¯QHDVRFRQMXQWRVGHO¯QHDVFRQFHQWUDFLRQHVGHFRORUDQWHH
indeterminables (2,55%). 
&RQVLGHUDQGR OD WHP£WLFD D QLYHO GH HVSHFLH HQ ORV WHPDV ᚏJXUDWLYRV REVHUYDPRV TXH






indeterminables a nivel de especie el 38,02% de la muestra. La especie más frecuente es el 
FRQMXQWRFLHUYDFLHUYR\VHJXLGRSRUORVFDEDOORVಯRWURVರHQHOTXH
VHHQFXHQWUDQFDWHJRU¯DVFRPRUHQRVPHJDFHURVRVRVELVRQWHVᚏJXUDVDQWURSRPRUIDV
uros y rebecos, agrupan el 12,9% y cabras (6,59%) (Fig. 15.2). 
/RV WHPDVQR ᚏJXUDWLYRV DQDOL]DGRV GHVGHXQSXQWR GH YLVWDP£VHVSHF¯ᚏFR HVW£QPX\
UHSDUWLGRV HQ ODV GLIHUHQWHV FDWHJRU¯DV /RV P£V DEXQGDQWH VRQ O¯QHDV \ FRQMXQWRV GH
O¯QHDV DEDUFDQGR UHVSHFWLYDPHQWH  \  /RV SXQWRV \ FRQMXQWRV GH SXQWRV
son la siguiente categoría con 9,22%, seguido de signos cuadriláteros (8,87%) y tectiformes 
 /D FDWHJRU¯D GHᚏQLGD FRPR ಯRWKHUರ RWURV HQ OD EDVH GH GDWRV DEDUFD VLJQRV
compuestos no normativizados que son relativamente frecuentes (8,87%). Finalmente se 
encuentran las formas angulares y ovales con 7,80% y 5,32% respectivamente. La categoría 
ಯRWURVರDJOXWLQDWUL£QJXORVFUXFLIRUPHVFODYLIRUPHVUDPLIRUPHV\GLVFRVFX\RVSRUFHQWDMHV
DLVODGDPHQWHQRDOFDQ]DQHOSHURHQFRQMXQWRFRQVWLWX\HQHO
El formato de representación de las grafías es preferentemente indeterminable debido a que 
QRHVGLVFHUQLEOHHQHOFRQMXQWRQRᚏJXUDWLYRSRUHOORFRQVWLWX\HHOGHOFRQMXQWR6L
HOLPLQDPRVHVWDFDWHJRU¯DGHOFRQMXQWRHOIRUPDWRGHUHSUHVHQWDFLµQGHODVUHSUHVHQWDFLRQHV
animales más frecuente es el total (35,43%) seguido de la parte superior (28,61%) y la 
cabeza/protomos (19,42%) que son las categorías más habituales. La parte anterior del 
tronco (5,25%), la posterior (3,15%), sin cabeza (4,20%), partes sueltas (2,89%) y parte 
inferior (1,05%) son menos frecuentes.
$O LJXDO TXH HQ HO FDVR DQWHULRU OD RULHQWDFLµQ GH OD PD\RU SDUWH GH ODV ᚏJXUDV HV
LQGHWHUPLQDEOHFRQVWLWX\HQGRHOGHOFRQMXQWR&RQHOREMHWLYRGHH[DPLQDUFRQP£V




exterior (1,3%), retrospiciente únicamente aparece en el 0,28% de los casos de la muestra. 




El tamaño de las grafías está muy polarizado entre las pequeñas (0-30 cm) y las medianas 
FPTXHHQFRQMXQWRFRQVWLWX\HQHOFRQ\UHVSHFWLYDPHQWH/DV
categorías grande (86-125 cm) y muy grande (126 cm en adelante) reúnen únicamente el 
4,7% y 1,5% respectivamente. 
Las variables de incorporación y encuadre de las grafías en el soporte se han documentado 
poco, probablemente debido a que hemos sido muy conservadores a la hora de determinar 
la relación con el soporte para no generar falsos positivos. En el 96,88% de la muestra 
no aparece incorporación del soporte, solo aparecen sustitución en 1,90% de los casos e 
integración en el 1,22%. El encuadre es relativamente más frecuente que la incorporación 
DXQTXHQR DSDUHFH HQ HO GH ODPXHVWUD HQFXDGUH SDUFLDO DSDUHFH HQ HO 
mientras que total en el 2,58%. Solo en cuatro casos podemos observar el uso de encuadre 
HLQFRUSRUDFLµQHQXQDPLVPDᚏJXUDHQWRGRVHOORVHQFXDGUHWRWDOHLQWHJUDFLµQVRORHQ
XQDᚏJXUDKHPRVREVHUYDGRXQHQFXDGUHSDUFLDO\ODVXVWLWXFLµQGHDOJXQDSDUWHGHODᚏJXUD
por el soporte. 
/D W«FQLFD HV SUHIHUHQWHPHQWH GLEXMR  IUHQWH D VROR XQ  GH JUDEDGR
¼QLFDPHQWHXQGHODVJUDI¯DVIXHURQHMHFXWDGDVFRPELQDQGRDPERVSURFHGLPLHQWRV
El modo de aplicación es preferentemente lápiz de colorante (39,89%) seguido por incisión 
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\GLJLWDOTXHDEDUFDWDQWRHOJUDEDGRFRPRHOGLEXMRGLJLWDOVRSODGR\OD
categoría “other” constituyen, cada uno, un 2,71%. Por desgracia en el 12,08% de los casos 
de la muestra nos fue imposible determinar el modo de aplicación. En cuanto a las grafías 
HMHFXWDGDVPHGLDQWHGLEXMR HO FRORU GHO SLJPHQWRHV IXQGDPHQWDOPHQWH URMR  HO
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encuentran distribuidas entre 50 cm y 200 cm. El histograma muestra una distribución 
bimodal: el primer pico está en torno a 60-70 cm y el segundo entre 100cm y 160-170 cm. 
/DSRVLFLµQGHO DUWLVWD ದGHWHUPLQDGDDSDUWLU GHHVWDVDOWXUDV \ FODVLᚏFDGDHQ UDQJRVHQ
función de la postura más probable– más frecuente es erguido (170-130 cm) con un 47,35%, 
VHJXLGRGHVHQWDGRHQFXFOLOODVRDUURGLOODGRPHQRVGHFPFRQXQLQFOLQDGR
FPOHVLJXHFRQXQODVGRV¼OWLPDVFDWHJRU¯DVWXPEDGRGHᚏQLGRSRUHO
espacio pero siempre menor a 80 cm) (5,43%) y uso de alzamiento (más de 190 cm) (1,76%) 
son mucho menos frecuentes. 
La posición de visualización está determinada por la altura al suelo pero también por el tipo 
GHHVSDFLR\ ODSRWHQFLDOYLVLµQRSWLPDGH ODᚏJXUD ODP£VKDELWXDOHVHUJXLGR 
VHJXLGRGHVHQWDGRDFXFOLOODGRRGH URGLOODV  LQFOLQDGR \ ᚏQDOPHQWH
tumbado (5,29%). 
Aunque las proporciones son diferentes, el orden de aparición es prácticamente el mismo 
HQWUHSRVLFLµQGHHMHFXFLµQ\SRVLFLµQGHYLVXDOL]DFLµQGHELGRDTXHDPERVWLSRVHVW£QPX\
YLQFXODGRVHQWUHV¯/DPD\RU¯DGHODVᚏJXUDVWUD]DGDVHQSRVLFLµQHUJXLGDVHREVHUYDQHQ
la misma postura (45,5%), con algunas excepciones: en nueve casos (1,2%) la posición 
µSWLPDSDUDYHU ODᚏJXUDHVVHQWDGRHQFXFOLOODVRDUURGLOODGRHQFLQFRFDVRV  OD
SRVLFLµQHVLQFOLQDGR/DPD\RUSDUWHGHODVᚏJXUDVHMHFXWDGDVLQFOLQDGRKDFLDODSDUHGVH
pueden observar en posición erguida (12,6%) aunque también hay un importante número 
TXHVHREVHUYDPHMRUHQODPLVPDSRVWXUDHQODTXHVHWUD]DURQ7DPEL«QDXQTXH
HQPHQRU SURSRUFLµQ DOJXQDV GH HVWDV ᚏJXUDV VH REVHUYDQPHMRU VHQWDGR HQ FXFOLOODV
RDUURGLOODGR /DPD\RU¯DGH ODVᚏJXUDV WUD]DGDVVHQWDGRHQFXFOLOODVRDUURGLOODGR
se observan en la misma posición (16,3%) aunque en algunos casos también se pueden 
REVHUYDUGHSLHRLQFOLQDGRKDFLDGHODQWH/DVᚏJXUDVHMHFXWDGDVWXPEDGRVH
observan en general en la misma posición debido al tipo de espacio con una única excepción 
TXHVHSXHGHYLVXDOL]DUHQSRVLFLµQHUJXLGD1LQJXQDGHODVᚏJXUDVHMHFXWDGDVVREUHXQD
elevación son visualizadas desde el mismo punto, sino que se ven en todos los casos en 
posición erguida. 





 VHJXLGR SRUPHGLD  \ DOWD  ODV ᚏJXUDV ORFDOL]DGDV HQ SXQWRVPX\
GLI¯FLOHVGHYHUHVFRQGLGDVVHKDQFODVLᚏFDGRFRPRYLVLELOLGDGLQH[LVWHQWHVRORFRQVWDQGR
en el 1,6% de la muestra (Fig. 15.6). 
1.4. Cronología
En cada uno de los capítulos correspondientes a las cuevas hemos analizado en profundidad 
ODSUREOHP£WLFDGHFDGDXQRGHORVFRQMXQWRV(QODEDVHGHGDWRVUHJLVWUDPRVODFURQRORJ¯D
GH FDGD XQD GH ODV UHSUHVHQWDFLRQHV GHVGH HO SXQWR GH YLVWD HVWLO¯VWLFR FRQ HO REMHWLYR
de poder sacar conclusiones tomando la cronología como punto de partida, a pesar de 
las problemáticas que existen en la actualidad. Debido a esta misma razón únicamente 
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para casos en los que nos fue imposible determinarla, por lo que tenemos cuatro categorías 
diferentes en la base de datos. Los resultados obtenidos son parte de una valoración 
SUHOLPLQDU\GHFRQMXQWRDWHQGLHQGRDODFURQRORJ¯D
(QW«UPLQRVJHQHUDOHVODPLWDGGHOFRQMXQWRDQDOL]DGRHVGHFURQRORJ¯D3UHPDJGDOHQLHQVH




6L DQDOL]DPRV ORV GDWRV GHVGH HO SXQWR GH YLVWD FURQROµJLFR HOLPLQDQGR ORV FRQMXQWRV
GH FURQRORJ¯D GHVFRQRFLGD SRU UD]RQHV REYLDV \ HO GH ᚏJXUDV HMHFXWDGDV GXUDQWH
el Premagdaleniense y completadas con posterioridad durante, aparentemente el 
0DJGDOHQLHQVHGHELGRDOEDMRQ¼PHURGHFDVRVORVUHVXOWDGRVVRQLQWHUHVDQWHV+D\TXH
WHQHUHQFXHQWDQRREVWDQWHTXHHOQ¼PHURGHᚏJXUDVFODVLᚏFDGDVFRPRPDJGDOHQLHQVHV
son el 39,3% de la muestra total mientras que el Premagdaleniense constituye el 52,6% 
por lo que, a pesar de que están relativamente equilibrados los resultados pueden ser más 
FRQFOX\HQWHVSDUDHOFRQMXQWR3UHPDJGDOHQLHQVH
7RPDQGR ODVYDULDEOHVGHVRSRUWH\DGRFXPHQWDPRVGLIHUHQFLDVVLJQLᚏFDWLYDVHO WLSRGH
soporte preferente es en ambos la caliza, 94,5% en el Premagdaleniense y 49,66% en el 
Magdaleniense. No obstante, mientras que en el primer periodo es prácticamente exclusivo, 
durante el Magdaleniense hay mucha más variabilidad utilizándose con bastante frecuencia 
ODDUFLOODGHGHVFDOFLᚏFDFLµQ\RWURVFRPRODFDOFLWD\HOUHFXEULPLHQWRFDOF¯WLFR(VWH
FRQMXQWRHQHO3UHPDJGDOHQLHQVHQROOHJDQDFRQVWLWXLUXQ
En esta misma línea son muy patentes las diferencias cronológicas en la consistencia del 
soporte, siendo casi exclusiva la consistencia dura en el Premagdaleniense frente al casi 
40% de blanda en el Magdaleniense. 
El color del soporte por otra parte no parece diferir mucho durante el Paleolítico superior: 
las grafías aparecen en las mismas coloraciones de soporte, durante el Premagdaleniense 
HODPDULOORHVPXFKRP£VIUHFXHQWHDH[SHQVDVGHOQDUDQMDHOPDUUµQ\HOEODQFRHOJULV
aparece en la misma proporción en ambas cronologías. 
/DV FDUDFWHU¯VWLFDV GHO VRSRUWH WDPEL«Q YDU¯DQ GXUDQWH HO 3UHPDJGDOHQLHQVH KD\ XQD
JUDQSURSRUFLµQGHᚏJXUDVHMHFXWDGDVVREUHVRSRUWHVFRQJULHWDVPLHQWUDVTXHGXUDQWHHO
Magdaleniense se da preferencia un soporte sin ningún tipo de característica morfológica 
marcada aunque la presencia de grietas también es importante (35,1%). El resto de 
caracteres son menos importantes, las oquedades tienen una presencia similar con un 7,4 
HQHO3UHPDJGDOHQLHQVH\XQHQHOSHULRGRSRVWHULRUHOUHVWRᚏVXUDVIµVLOHVDSHQDV
FRQVWLWX\HHOHQFRQMXQWRHQDPERVFDVRV/DWH[WXUDHQDPEDV«SRFDVOLVDFRQXQD
proporción similar en el uso de soportes rugosos (8,5% y 12% respectivamente). 
La forma de la roca es muy variada en ambos periodos y no se observan diferencias 
VLJQLᚏFDWLYDV GXUDQWH HO 3UHPDJGDOHQLHQVH HO XVR GH VXSHUᚏFLHV FµQFDYDV HV P£V
IUHFXHQWHTXHHQHO0DJGDOHQLHQVHIUHQWHDVLQHPEDUJRODSUHIHUHQFLDSRU
ODV VXSHUᚏFLHV SODQDV HV VLPLODU \ ORPLVPRRFXUUH FRQ ODV FRQYH[DV /DV VLQXRVDV VRQ
más frecuentes en el Magdaleniense mientras que las polimorfas son más utilizadas en el 
Premagdaleniense (5,8% y 10,8%) (Fig. 15.7 y 8). 
La disposición del soporte es marcadamente vertical en las dos cronologías, aunque más 
habitual durante el Premagdaleniense (80,6%), mientras que el uso de soportes subverticales 
y horizontales está reducido al 11,8% y 7,4% respectivamente. Durante el Magdaleniense, en 
contraste, la frecuencia del soporte vertical disminuye, aumentando las otras dos categorías: 
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Fig.15.7 Soporte por cronologías
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el uso de soportes subverticales aumenta hasta un 16,2% y el de horizontales al 14,4%.
En cuanto a las grafías en concreto, el tipo también varía por cronologías aunque no 
VLJQLᚏFDWLYDPHQWH /DV UHSUHVHQWDFLRQHV ᚏJXUDWLYDV GXUDQWH HO 3UHPDJGDOHQLHQVH
FRQVWLWX\HQFHUFDGHODPLWDGGHOFRQMXQWR\ORPLVPRRFXUUHFRQODVQRᚏJXUDWLYDV
y 51,8% respectivamente. En las correspondientes al Magdaleniense la proporción es 
PD\RUSDUD ODV UHSUHVHQWDFLRQHV ᚏJXUDWLYDV FRQVWLWX\HQGRXQ IUHQWHDO GH
Fig. 15.8. Soporte por cronologías
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XQLGDGHVJU£ᚏFDVQRᚏJXUDWLYDV6LWHQHPRVHQFXHQWDORVWHPDVH[LVWHXQDEDQLFRDPSOLR
de variables, en concreto diez en el Premagdaleniense y once en el Magdaleniense.
&RQHOREMHWLYRGHVHUP£VHVSHFLᚏFRDODKRUDGHVDFDUDOJXQDSRVLEOHFRQFOXVLµQDQDOL]DPRV
SRUVHSDUDGRODVFDWHJRU¯DVᚏJXUDWLYDV\ODVQRᚏJXUDWLYDV'XUDQWHHO3UHPDJGDOHQLHQVH
el género animal más representado es el de cervidae (52,4%) seguido de equidae (20,5%) 
\ ERYLQDH  HO UHVWR GH ODV FDWHJRU¯DV UHSUHVHQWDGDV VRQPHQRV VLJQLᚏFDWLYDV XQ
VRQ LQGHWHUPLQDEOHVDQLYHOGHJ«QHUR\VHKDQFODVLᚏFDGRFRPRFXDGU¼SHGRV ORV
F£SULGRV FRQVWLWX\HQ ¼QLFDPHQWH HO  ᚏQDOPHQWH ODV FDWHJRU¯DV GH LQGHWHUPLQDEOH
DQWURSRPRUIR \ SHFHV FRQVWLWX\HQ HQ FRQMXQWRPHQRV GHO  (Q HO0DJGDOHQLHQVH OD




indeterminables, antropomorfos y peces continúan apareciendo en proporciones muy 
UHGXFLGDV\ODFDWHJRU¯DGHXUVLGDHVHVXPDDHVWHFRQMXQWRTXHHQWRWDOQRDOFDQ]DHO




P£V IUHFXHQWH VRQ ODV O¯QHDV FRQ HO  VHJXLGR GH ORV VLJQRV FRPSOHMRV  \
ᚏQDOPHQWH ODV FRQFHQWUDFLRQHV GH FRORUDQWH TXH FRQVWLWX\HQ ¼QLFDPHQWH XQ  )LJ
15.9).
Si consideramos la variable de formato de representación, sin tener en cuenta los casos 
QRᚏJXUDWLYRV ODVSURSRUFLRQHVVRQPX\VLPLODUHVHQDPEDVFURQRORJ¯DVFRQVROROLJHUDV
variaciones. Lo más frecuente en ambas cronologías son las representaciones totales, 
seguidas por la representación de la mitad superior y la cabeza. Durante el Premagdaleniense, 
la aparición del tren anterior y posterior es más frecuente que en el Magdaleniense y, en 
contraste, las categorías sin cabeza, mitad inferior son muy poco frecuentes mientras que 
en el Magdaleniense son más habituales. 
(QUHODFLµQDOWDPD³RODVGLIHUHQFLDVFURQROµJLFDVQRVRQPX\VLJQLᚏFDWLYDVORP£VKDELWXDO
son los tamaños pequeño y medio. En el Premagdaleniense predomina el tamaño medio 
con un 53,6% de la muestra mientras que en el Magdaleniense corresponde a un 42,4%. El 
tipo mayoritario durante esta segunda fase es el pequeño con un 52,7% frente al 39,43% en 
el periodo anterior. La proporción de representaciones grandes es prácticamente la misma 
HQDPERVVLQHPEDUJRODVXQLGDGHVJU£ᚏFDVPX\JUDQGHVFRUUHVSRQGHQH[FOXVLYDPHQWH
al Premagdaleniense. Las relaciones relativas a la integración y el encuadre del soporte 
son muy similares entre sí y para las diferentes cronologías, aunque esto probablemente se 
deba a su poca aplicación en la muestra seleccionada (Fig. 15.10). 
La técnica varía sustancialmente teniendo en cuenta la cronología. Durante el 
3UHPDJGDOHQLHQVHODW«FQLFDP£VIUHFXHQWHHVHOGLEXMRPLHQWUDVTXHHOJUDEDGR
es más escaso representado únicamente en el 10,31% de la muesta. En el Magdaleniense 
HO UDWLR FDPELD HO JUDEDGRHVP£VDEXQGDQWH  \ HO GLEXMR SDVDD VHU HO 
durante el Magdaleniense ambas técnicas se combinan, aunque no es muy habitual (2%). 
(O PRGR GH DSOLFDFLµQ WDPEL«Q FDPELD VXVWDQFLDOPHQWH GH XQ SHULRGR DO RWUR HQ HO
Premagdaleniense el más utilizado es el lápiz de colorante (46,6%) seguido del digital 
H LQFLVLµQ  RWURVPRGRV \ HO VRSODGR VRQPX\SRFR IUHFXHQWHV  HO 
de la muestra fue imposible de determinar por problemas de conservación. Durante el 





(OPRGR GH HMHFXFLµQPD\RULWDULR HQ DPEDV FURQRORJ¯DV HV HO FRQWRUQR VLPSOH GH WUD]R
simple (Premagdaleniense: 74,2% y Magdaleniense: 72,7%). La variabilidad de modos es 
PXFKRPHQRUHQHO3UHPDJGDOHQLHQVHHQHOTXHHOUHVWDQWHVHHMHFXWµPHGLDQWH
WLQWDVSODQDVRUHOOHQRVSLQWDGRVRWURVPRGRVFRPRHOFRQWRUQRP¼OWLSOHVRQSU£FWLFDPHQWH
testimoniales con menos del 5%. Durante el Magdaleniense la variabilidad es mayor con el 
GHWUD]RP¼OWLSOH\HOGHSLQWXUDRWURVPRGRVFRPRODFRPELQDFLµQGHWUD]R
simple pintado y grabado creando un contorno múltiple y el grabado y relleno pintado, el 
WUD]RHVWULDGR\RWURVVRQSRFRIUHFXHQWHV
Fig. 15.9 Tema
Parte III. Contexto y espacio
591




Parte III. Contexto y espacio
593
6L WRPDPRV HO GLEXMR \ P£V FRQFUHWDPHQWH OD FRORUDFLµQ GHO SLJPHQWR XWLOL]DGD ODV
GLIHUHQFLDVVRQWDPEL«QGHVWDFDGDV(QHO3UHPDJGDOHQLHQVHHOURMRHVHOFRORUP£VXWLOL]DGR
PLHQWUDVTXHHOQHJURDSHQDVDSDUHFHHQXQGHORVFDVRVHOUHVWRGHOD







o arrodillado con 23,2% y 28,6% respectivamente, inclinado hacia delante (21,1% y 17,9%). 
(QFURQRORJ¯DVDQWLJXDVWXPEDGR\HOHYDGRVRQPX\SRFRIUHFXHQWHVODFRPELQDFLµQGH
ambas está en torno al 4%. Sin embargo, durante el Magdaleniense el 11,7% de las grafías 
VHHMHFXWµWXPEDGRHOHYDGRHVLQFOXVRP£VHVFDVRTXHHQHOSHULRGRSUHYLR
La posición de visualización es fundamentalmente de pie en ambas cronologías, aunque 
PXFKRP£V IUHFXHQWHHQHO3UHPDJGDOHQLHQVH HQHO0DJGDOHQLHQVHFRQVWLWX\H
HOGH ODPXHVWUD ODVLJXLHQWHHQ IUHFXHQFLDGXUDQWH ODSULPHUD IDVHHVVHQWDGRHQ
FXFOLOODVRGHURGLOODVVHJXLGRGHLQFOLQDGRWXPEDGRVRORVHGRFXPHQWDHQ
el 1,3% de la muestra Premagdaleniense. Durante el Magdaleniense la siguiente postura 
más frecuente es sentado, en cuclillas o de rodillas (26,9%) seguido de tumbado (11,7%) y 
ᚏQDOPHQWHLQFOLQDGR
(OWLSRGHHVSDFLRWDPEL«QYDULDSRUFURQRORJ¯DHQHO3UHPDJGDOHQLHQVHSUHGRPLQDHOXVR
de espacios abiertos con un menor uso de restringidos (19,5%). Durante el Magdaleniense 
aumenta el uso de espacios restringidos hasta el 34,1% en detrimento de los abiertos 
(65,8%). 
)LQDOPHQWH OD YLVLELOLGDG GXUDQWH HO 3UHPDJGDOHQLHQVH SDUHFH HTXLWDWLYDPHQWH UHSDUWLGD
lo más frecuente es una visibilidad media (39,1%) frente a un número muy similar en 
OD YLVLELOLGDG DOWD \ EDMD  \  UHVSHFWLYDPHQWH 'XUDQWH HO 0DJGDOHQLHQVH
SUHGRPLQDODYLVLELOLGDGEDMDVHJXLGDGHODPHGLD\ODDOWDDSDUHFH
XQDQXHYDFDWHJRU¯DIUHQWHDOSHULRGRDQWHULRULQH[LVWHQWHTXHLPSOLFDTXHODVᚏJXUDVVH
localizan en puntos escondidos (4,14%). 
3DQHO
La base de datos en IBM SPSS correspondiente a Panel contiene 202 paneles. En ella se 
han registrado ocho variables cualitativas y cuantitativas. Analizamos los datos de cada una 
GHODVYDULDEOHVODVFXDOLWDWLYDVDWUDY«VGHWDEODV\JU£ᚏFRVGH£UHDV\ODVFXDQWLWDWLYDVD
través de histogramas. 
1¼PHURGHXQLGDGHVJU£ᚏFDV










La mayor parte de los paneles están constituidos por grafías aisladas (41,1%), seguidas por 
aquellos en los que la relación más frecuente es la yuxtaposición estrecha (31,2%), luego 
SRUOD\X[WDSRVLFLµQDPSOLD\ᚏQDOPHQWHORVPHQRVIUHFXHQWHVVRQODLQWHUVHFFLµQ
 \ VREUH WRGR OD VXSHUSRVLFLµQ HQWUH ᚏJXUDV TXH VROR KD VLGR UHJLVWUDGD HQ GRV
paneles (1%) (Fig. 15.13). 
2.3 Posición de visualización 
5HJLVWUDGD\DQDOL]DGDSDUDFDGDXQDGHODVᚏJXUDVHQHVWHFDVRVHUHJLVWUDODSRVLFLµQ
general de visualización del panel al completo. Es indicativa de la posición del panel en la 
pared y la posición más cómoda a la hora de ver el panel. La más frecuente es posición 
erguida (66,3%), las dos siguientes son de rodillas y sentado con poco más del 10% (10,9% y 
)LJ5HODFLRQHVHQWUHODVXQLGDGHVJU£ᚏFDV Fig.15.14. Posición de visualización
)LJ1¼PHURGHXQLGDGHVJU£ᚏFDVSRUSDQHO
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10,4% respectivamente), y las dos últimas son inclinado (7,9%) y tumbado (4,5%) (Fig. 15-
14).
2.4 Área de máxima visualización
El histograma presenta una distribución asimétrica. Las áreas máximas de visualización 
están repartidas entre 0,1 y 20 m2. A partir de ese punto, entre 20 y 80 m2, apenas se han 
registrado para 11 paneles. La mayor frecuencia está entre 0,1 y 4 m2, seguido, en mucho 
menor número, entre 4 y 8 m2 y reduciéndose hasta llegar a entre 16 y 20 m2. 
Al igual que el anterior, la distribución en el histograma correspondiente a la capacidad 
máxima de un panel es asimétrica, la mayor parte de efectivos se acumulan en el lado 
izquierdo del diagrama, indicando que lo más frecuente es un número reducido de personas 
frente a cada panel. La capacidad máxima de los paneles comienza en una persona y alcanza 
167 personas en un único caso 
aislado. Solo se superan los 
cien en cuatro casos, y entre 
50 y 100 personas apenas 
hay cinco paneles. La mayor 
concentración es entre 1 y 9 
personas, con más de 130 
paneles, seguida de unos 35 
paneles con una capacidad 
de entre 9 y 16 personas (Fig. 
15.15). 
2.5. Punto óptimo de 
visualización
El punto óptimo de 
visualización también está 
muy polarizado hacia espacios 
de pequeño tamaño, entre 0,1 
y 5 m2 con muy pocos paneles 
por encima de ese límite. Tres 
entre 5 y 10 m2, apenas tres en 
torno a 15 m2 y un único panel 
mayor de 25 m2. La mayor 
parte de paneles está en el 
rango de entre 0,1 y 5 m2: entre 
0,1 y 1 m2 hay 150 paneles, 
entre 1 y 2,5 m2 el número se 
reduce mucho con menos de 
40 paneles, y de entre 2,5 y 5 
m2 apenas hay 30paneles en 
FRQMXQWR
La acogida del punto de 
visualización optima está 
entre 1 y más de 50 personas, 
aunque quitando un único 
panel esta distribución se limita 
a entre 1 y 15 personas. Lo 
más frecuente son los paneles Fig. 15.15, Área máxima de visualización y punto óptimo de visualización
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que pueden ser observados de manera óptima por entre 1 y 2 personas, con cerca de 150 
paneles. La frecuencia desciende mucho entre 2 y 4 personas, con menos de 40 paneles, y 
ᚏQDOPHQWHHQWUH\HQDSHQDVSDQHOHVHOFRQMXQWRGHHQWUH\SHUVRQDVDSDUHFH
en menos de 20 paneles (Fig. 15.15). 
2.6 Tipo de espacio
$OLJXDOTXHODDQWHULRUUHJLVWUDGDSDUDFDGDXQDGHODVJUDI¯DVVHFRQVLGHUDFRQHOREMHWLYR






FURQRORJ¯D 3UHPDJGDOHQLHQVH \ 0DJGDOHQLHQVH ORV FODVLᚏFDGRV FRPR GH FURQRORJ¯D




el 81,7%: el 42,1% al Magdaleniense y el 39,6% al Premagdaleniense. Hemos de tener en 
FXHQWDTXHHOGHHVRVSDQHOHVHVW£QFRQVWLWXLGRVSRUXQLGDGHVJU£ᚏFDVDLVODGDVದHO
20,6% del Premagdaleniense y el 23,6% del Magdaleniense–, por lo que deducimos que el 
19% de paneles del Premagdaleniense y el 18,5% de paneles Magdaleniense sí que tienen 
YDULDVᚏJXUDVFRUUHVSRQGLHQWHVDODPLVPDIDVH(QSDQHOHVKD\XQDFRPELQDFLµQ
de grafías premagdalenienses y magdalenienses. El resto corresponde a paneles con alguna 




En ella se han registrado trece variables cualitativas y cuantitativas. Analizamos estos datos 
GHFDGDXQDGHODVYDULDEOHVODVFXDOLWDWLYDVDWUDY«VGHWDEODV\JU£ᚏFRVGH£UHDV\ODV
cuantitativas a través de histogramas.
Fig. 15.16 Tipo de espacio y cronología
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3.1. Distancia de la entrada
/DGLVWDQFLDGH ODHQWUDGDD ODVGLIHUHQWHVXQLGDGHV WRSRJU£ᚏFDVVHKDFODVLᚏFDGRFRPR
FRUWDPHQXQGHORVFDVRVODUJDPHQXQ\QXODPHQXQ
5,8% (Fig. 15.17). 
3.2. Itinerario
Calculado en metros desde la entrada, en el histograma observamos que la mayor parte de 
XQLGDGHVWRSRJU£ᚏFDVDQDOL]DGDVVHGLVWULEX\HQHQ ODV£UHDVFHQWUDOHVGH ODVFDYLGDGHV
siendo menores en las iniciales y especialmente en las profundas. La mayor concentración 
se distribuye entre 10 y 40 m, punto a partir de el cual desciende el número hasta cerca de 




constituyen un 9,8%(Fig. 15.17). 
3.4 Acceso
El acceso es fundamentalmente múltiple (60,7%) debido al importante peso de la cueva de 
La Pasiega en el corpus de análisis. Pero para la mayoría de las cavidades el acceso es 
sencillo, con una única entrada y constituye el 33,3%. El acceso doble se registra para las 
unidades correspondientes a la cueva de Pondra (5,88%)(Fig. 15.17). 
3.5. Movimientos
/RVPRYLPLHQWRVVHKDQFODVLᚏFDGRDWUDY«VGHODGHᚏQLFLµQGHODVGLIHUHQWHVSRVLELOLGDGHV
y creando una categoría sumando los diferentes movimientos necesarios para alcanzar una 
GHWHUPLQDGDXQLGDGWRSRJU£ᚏFD/DPD\RU¯DGHXQLGDGHVWRSRJU£ᚏFDVVHSXHGHDOFDQ]DU
caminando en posición erguida (41,2%). Los siguientes en número son la combinación de 
“posición erguida” con “inclinado” (13,7%), “trepando” (15,7%), “trepando y arrastrándose” 
(11,8%) y “arrastrándose” (3,9%). El resto de movimientos observados solo aparece en una 
ocasión (2%) (Fig. 15.19).
3.6. Progresión 
'HᚏQLPRVWUHVWLSRVGHSURJUHVLµQVHQFLOODLQWHUPHGLD\FRPSOLFDGD6RORKHPRVUHJLVWUDGR









salas (27,4%) y galerías estrechas (19,6%). Finalmente, los tipos menos frecuentes son los 
nichos (7,8%) y las gateras (2%) (Fig. 15.18).  
3.9. Espacio disponible
El espacio disponible se ha analizado en metros cuadrados. El histograma muestra una 
clara tendencia hacia el uso de espacios entre 0 y 50 m2, distancia a partir de la que solo 
VHUHJLVWUDQDOJXQDVXQLGDGHVWRSRJU£ᚏFDV6RORRFKRFDVRVVXSHUDQORVP2 y de ellos 
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Fig. 15.17. Distancia a la entrada, tipo de iluminación, acceso, progresión, situación
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solo tres superan los 300 m2 y solo dos casos superan los 400 m2 (Fig. 8). Si eliminamos 
GHOJU£ᚏFRORVFDVRVSRUHQFLPDGHORVP2, la dispersión muestra que la mayoría de 
XQLGDGHVWRSRJU£ᚏFDVVHORFDOL]DHQHVSDFLRVHQWUH\P2, reduciéndose a apenas cinco 
casos entre 50 y 100 m2 y a dos casos entre 100 y 150 m2 (Fig. 15.18).
3.10. Tipo de espacio
6LDQDOL]DPRVORVWLSRVGHHVSDFLRSRUXQLGDGWRSRJU£ᚏFDHQFRQWUDPRVTXHODPD\RUSDUWH
GHHOORVVHSXHGHQFODVLᚏFDUFRPRDELHUWRVPLHQWUDVTXHORVUHVWULQJLGRVFRQVWLWX\HQ
poco más de un cuarto (27,4%) (Fig. 15.18).
3.11. Número de paneles


















13,7% contiene en su interior algún tipo de material arqueológico registrado a través de la 
bibliografía (Fig. 15.18). 
3.14. Cronología
/D FURQRORJ¯D GH ODV XQLGDGHV WRSRJU£ᚏFDV VH KD HVWDEOHFLGR FRPR 3UHPDJGDOHQLHQVH
Magdaleniense, una combinación entre las dos fases y desconocida. El reparto entre 
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/D*UDItDDQiOLVLVGHYDULDEOHVHVSDFLDOHV
Utilizando la herramienta Chi-cuadrado, que permite determinar si la relación entre dos 
YDULDEOHV FDWHJµULFDV HV HVWDG¯VWLFDPHQWH VLJQLᚏFDWLYD YDPRV D DQDOL]DU ODV GLIHUHQWHV
YDULDEOHVHVSDFLDOHVFRQHOUHVWRGHYDULDEOHVFRUUHVSRQGLHQWHVDOVRSRUWH\ODᚏJXUD
El análisis de algunas de las variables que determinamos presenta problemas debido 
DO EDMR Q¼PHUR GH HIHFWLYRV TXH WHQ¯D DOJXQD GH VXV FDWHJRU¯DV (Q HO FDVR GH UDQJRV
GHᚏQLGRVSRUQRVRWURVKHPRVGHFLGLGRKDFHUFDPELRVHQODVFDWHJRU¯DVTXHVHH[SOLFDQHQ
FDGDXQRGHORVDSDUWDGRV\YDULDEOHVPRGLᚏFDGDV(QORVFDVRVHQORVTXHODVFDWHJRU¯DV
analizadas son intrínsecas, como son los temas concretos, los tipos de técnica, los formatos 
GHUHSUHVHQWDFLµQODQLYHODFLµQ\ODRULHQWDFLµQGHODVᚏJXUDVYDULDUODVFDWHJRU¯DVGHᚏQLGDV
VXSRQGU¯D IDOVHDU ODPXHVWUD\SRUHOORQR ODVKHPRVPRGLᚏFDGR ORTXHVLJQLᚏFDTXHQR




entre las variables de tipo de espacio y textura del soporte, tipo de representación y encuadre. 
Las variables tipo de soporte, técnica y cronología obtienen resultados estadísticamente 
VLJQLᚏFDWLYRV SHUR SUREOHP£WLFRV WHQLHQGR HQ FXHQWD HO WLSR GHPXHVWUD $QDOL]DQGR ORV
SRWHQFLDOHV UHVXOWDGRV GH HVWDV YDULDEOHV FRQVLGHUDPRV LPSRUWDQWHPRGLᚏFDU OD EDVH GH
datos, eliminando o fusionando categorías determinadas por nosotros mismos en las que 
KD\SRFRVHIHFWLYRVSDUDLQWHQWDUREWHQHUUHVXOWDGRVHVWDG¯VWLFDPHQWHVLJQLᚏFDWLYRV
Tipo de espacio vs Cronología




La selección espacios abiertos es más frecuente en el Premagdaleniense con un 58,1%, 
IUHQWHDOFRUUHVSRQGLHQWHDO0DJGDOHQLHQVHHOUHVWRVRQGHFURQRORJ¯DGHVFRQRFLGD
Fig. 15.19. Cronología y Movimientos del tránsito
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Los resultados se invierten al analizar los espacios restringidos, el 51% corresponden al 
Magdaleniense, mientras que un 39,2% son Premagdalenienses (Fig. 15.20). 
Tipo de espacio vs tipo de soporte
Se trata de una categoría limitada debido a que la categoría “Caliza y Arcilla de 








y el reducido uso de calcita sobre todo en espacios abiertos no permite obtener resultados 
Y£OLGRV3DUDHOFDVRGHO0DJGDOHQLHQVHRFXUUHDOJRVLPLODUODEDMDSURSRUFLµQGHXVRGH
calcita no permite sacar conclusiones estadísticamente válidas (Fig. 15.20). 
Tipo de espacio vs disposición del soporte 
Los resultados obtenidos al interrelacionar estas variables indican que son estadísticamente 
VLJQLᚏFDWLYRV(QUHODFLµQDORVHVSDFLRVDELHUWRVSRGHPRVREVHUYDUXQDWHQGHQFLDDOXVRGH
soportes verticales, mientras que los subverticales y los horizontales son proporcionalmente 
mucho más reducidos con un 12,5% y 6,3% respectivamente. Por otro lado, en espacios 
UHVWULQJLGRV OD GLVSRVLFLµQ YHUWLFDO FRQWLQXD VLHQGR PD\RULWDULD VLQ HPEDUJR DXPHQWD
VLJQLᚏFDWLYDPHQWH HO XVR VRSRUWHV VXEYHUWLFDOHV TXH FRQVWLWX\HQ HO  \ VREUH WRGR
KRUL]RQWDOHVTXHFRQVWLWX\HQXQGHOFRQMXQWRHQHVSDFLRVUHVWULQJLGRV3RGHPRVLQIHULU
GHHVWRTXHHO XVRGHHVSDFLRV UHVWULQJLGRV FRQGXFHDO XVRGH WRGR WLSRGH VXSHUᚏFLHV
mientras que en los abiertos la tendencia es a utilizar soportes verticales, en general paredes.
Teniendo en cuenta la cronología la distribución de categorías entre las variables es similar 
durante el Premagdaleniense y el Magdaleniense, por lo que podríamos decir que se 
mantiene estable durante el Paleolítico superior (Fig. 15.20). 
Tipo de espacio vs consistencia del soporte
/D UHODFLµQ HQWUH DPEDV YDULDEOHV HV VLJQLᚏFDWLYD GHVGH HO SXQWR GH YLVWD HVWDG¯VWLFR
6LQ HPEDUJR OD GLVWULEXFLµQ GH SRUFHQWDMHV QR SDUHFH LQGLFDU QLQJ¼Q WLSR GH GLIHUHQFLD
VLJQLᚏFDWLYDHQHOXVRGHXQWLSRGHVRSRUWHHQORVHVSDFLRVDELHUWRVRUHVWULQJLGRV(OXVRGH
VRSRUWHVEODQGRVV¯HVP£VIUHFXHQWHHQHVSDFLRVUHVWULQJLGRVTXHHQDELHUWRVQRREVWDQWH
la prevalencia del soporte duro no permite que hagamos una valoración acerca de la relación 
entre estas variables. El análisis de la consistencia del soporte en relación al tipo de espacio 
GHVGH HO SXQWR GH YLVWD FURQROµJLFR HV VLJQLᚏFDWLYR HQ HO 3UHPDJGDOHQLHQVHPRVWUDQGR
datos de distribución similares a los generales, aunque con una tendencia más marcada 
hacia el uso de soportes duros en los espacios abiertos. En los restringidos la diferencia es 
patente pero no tan marcada como en los abiertos. En cuanto al Magdaleniense los datos 
GHHVWDYDULDEOHQRVRQHVWDG¯VWLFDPHQWHVLJQLᚏFDWLYRV
Tipo de espacio vs forma del soporte
La distribución de la forma de los soportes parece muy similar entre espacios abiertos y 
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Fig. 15.20. Tablas de contingencia: Cronología, Tipo de soporte, disposición del soporte
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restringidos con pequeñas diferencias. Los soportes planos son los más frecuentes en 
ambos casos, aunque más reiterados para los espacios abiertos. La segunda categoría 
más abundante varía entre ambos, en los restringidos son más frecuentes los soportes 
VLQXRVRV VHJXLGRV GH ORV FµQFDYRV HQ ORV DELHUWRV SUHGRPLQDQ ORV FµQFDYRV VHJXLGRV
GHORVVLQXRVRV$ODQDOL]DUODVVLJXLHQWHVFDWHJRU¯DVHORUGHQWDPEL«QYDU¯DVLQHPEDUJR
ODVGLIHUHQFLDVHQWUHORVSRUFHQWDMHVQRSDUHFHQLPSRUWDQWHVGDGRTXHVRQPX\SHTXH³DV
en el caso de los abiertos los poliformes son más abundantes que los convexos, mientras 
TXHHQORVUHVWULQJLGRVRFXUUHORFRQWUDULR'HELGRDODVLPLOLWXGHQWUHDPERVFRQMXQWRVQR
encontramos una relación, al menos patente, a la hora de seleccionar la forma del soporte 
dependiendo del tipo de espacio utilizado. 
Teniendo en cuenta la cronología, la distribución de categorías entre las variables es similar 
a la general durante el Premagdaleniense. En el Magdaleniense aumenta la selección de 
soportes sinuosos, que aumentan en frecuencia frente a los cóncavos (Fig. 15.21). 
Tipo de espacio vs características del soporte
Al igual que con la variable anterior, las proporciones entre las diferentes categorías 
muestran una distribución similar en los distintos tipos de espacios. En este caso con unas 
diferencias tan mínimas entre las categorías principales (presencia de grietas o ninguna 
característica marcada) que la selección del soporte parece independiente en cuanto al tipo 
GHFDUDFWHU¯VWLFDVTXHSUHVHQWDODVXSHUᚏFLHVHOHFFLRQDGD
Al analizar las relaciones entre estas variables desde el punto de vista cronológico, durante 
HO3UHPDJGDOHQLHQVHDSDUHFHQGLIHUHQFLDVVLJQLᚏFDWLYDVDXPHQWDHOXVRGHVRSRUWHVFRQ
grietas y disminuye la categoría de ausencia de características marcadas, indicando que 
posiblemente no se trataban de características que preocupasen a los premagdalenienses. 
(QHO0DJGDOHQLHQVHRFXUUHORFRQWUDULRHQORVHVSDFLRVDELHUWRVDXPHQWDVLJQLᚏFDWLYDPHQWH
la selección de soportes sin ningún tipo de carácter, aunque los soportes con grietas se 
FRQWLQ¼DQXWLOL]DQGRGHIRUPDDVLGXDHQHVSDFLRVUHVWULQJLGRVORVVRSRUWHVP£VXWLOL]DGRV
DSDUHFHQH[DFWDPHQWHODVPLVPDVSURSRUFLRQHV\GHVDSDUHFHHOXVRGHVRSRUWHVFRQᚏVXUDV
y fósiles (Fig. 15.21).
Tipo de espacio vs color del soporte
El color del soporte, al igual que la forma, también tiene distribuciones similares entre las 
categorías. Sin embargo sí que aparece una diferencia importante, en los espacios abiertos 
HOFRORUP£VVHOHFFLRQDGRHVHODPDULOORIUHQWHDOJULVHQHOFRQMXQWRGHHVSDFLRVUHVWULQJLGRV
ORVSRUFHQWDMHVHQWUHDPERVVH LQYLHUWHQVLHQGR ODGLVWULEXFLµQGHO UHVWRPX\VLPLODUFRQ
algunas pequeñas diferencias. 
Analizando la relación entre estas variables desde el punto de vista cronológico en el 
Premagdaleniense podemos observar algunas variaciones, aunque no en las categorías 
SULQFLSDOHVHQWUHODVTXHODVᚐXFWXDFLRQHVVRQWDQSHTXH³DVTXHQRSDUHFHQVLJQLᚏFDWLYDV
a gran escala. Lo mismo ocurre durante el Magdaleniense, las categorías principales 
apenas varían en relación al análisis general y las variaciones son tan reducidas en las otras 
categorías que no parecen ser representativas. 
En conclusión, el soporte y las variables que afectan al mismo, no parecen tener, en general, 
una relación directa con la selección del tipo de espacio. La única variable que parece ser 
VLJQLᚏFDWLYDHVODRULHQWDFLµQGHOVRSRUWH ORVVRSRUWHVHQHVSDFLRVDELHUWRVWLHQGHQDVHU
verticales con una menor selección de soportes subverticales y todavía menos frecuentes 
son los horizontales. Sin embargo, aunque también la orientación preferencial es vertical, 
la proporción de soportes en posición horizontal en relación al suelo es mayor indicando 
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Fig.15.21. Tablas de contingencia: Forma del soporte, características del soporte
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Fig. 15.22.Tablas de contingencia: Color del soporte, tipo de representación, técnica
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SUREDEOHPHQWHTXHODIDOWDGHHVSDFLRREOLJDEDDODUWLVWDDHMHFXWDUODVJUDI¯DVHQHOWLSRGH
soporte disponible, que no siempre se trataba de la pared. 
Tipo de espacio vs tipo de representación
(ODQ£OLVLVHVWDG¯VWLFRGHHVWDVYDULDEOHVHQJHQHUDOQRHVVLJQLᚏFDWLYRVLQHPEDUJRHQOD
GLYLVLµQSRUFURQRORJ¯DVV¯VHREWLHQHQUHVXOWDGRVVLJQLᚏFDWLYRVTXHDGHP£VVRQLQWHUHVDQWHV
por la oposición entre los resultados. Durante el Premagdaleniense en los espacios abiertos 




especialmente marcada en espacios restringidos (82,8%). 
Tipo de espacio vs técnica
(ODQ£OLVLVFRQODVWUHVFDWHJRU¯DVGLEXMRJUDEDGR\XQDFRPELQDFLµQGHDPERVQRSHUPLWH
analizar la relación entre estas variables debido a la escasez de la última categoría. Por la 




es similar entre ambas categorías. El control estadístico por cronologías indica que los 
UHVXOWDGRV3UHPDJGDOHQLHQVHVQRVRQHVWDG¯VWLFDPHQWHVLJQLᚏFDWLYRV6LQHPEDUJRORVGH
época Magdaleniense sí lo son, los espacios abiertos tienen una distribución equitativa entre 
ambos tipos, en los espacios restringidos, por otro lado, hay una preferencia muy destacada 
por el grabado (88,8%) (Fig. 15.22). 
Tipo de espacio vs Posición del artista
/RV UHVXOWDGRV HVWDG¯VWLFDPHQWH VLJQLᚏFDWLYRV SDUHFHQ LQGLFDU XQD UHODFLµQ HQWUH OD
SRVWXUDGHHMHFXFLµQ\HOWLSRGHHVSDFLR(QORVHVSDFLRVDELHUWRVVHHMHFXWDQODVᚏJXUDV
preferencialmente en posición erguida (57,6%) seguida por inclinada hacia delante, la 
WHUFHUDHVVHQWDGRHQFXFOLOODVRDUURGLOODGR\ᚏQDOPHQWHVRQPX\SRFRIUHFXHQWHVHOHYDGR
y tumbado con un 2,4% y 0,2% respectivamente. Los datos de espacios restringidos son 
FRPSOHWDPHQWHGLVWLQWRVODFDWHJRU¯DHOHYDGRFDUHFHGHHMHPSORVODSRVWXUDP£VKDELWXDO
es sentado, en cuclillas o arrodillado (44,8%) seguida, con muchos menos efectivos, por 
tumbado (20,1%), erguido (18,6%) e inclinado (16,5%). 






siendo sentado, pero la segunda pasa a ser tumbado frente al Premagdaleniense en el que 
inclinado es el siguiente en frecuencia, que en este caso pasa a ser la cuarta categoría en 
número (Fig. 15.22).
Esto indica que en general los espacios restringidos bien son tan reducidos como para no 
SHUPLWLUHMHFXWDUUHSUHVHQWDFLRQHVHQSRVLFLµQHUJXLGDRELHQTXHDSHVDUGHSHUPLWLUOROD
WHQGHQFLDJHQHUDOPXHVWUDTXHVHSUHᚏHUHQHMHFXWDUODVᚏJXUDVHQSRVLFLRQHVP£VFHUFDQDV
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Tipo de espacio vs Posición de visualización 
La posición de visualización también muestra importantes diferencias en relación al 
tipo de espacio seleccionado. Las representaciones en espacios abiertos se visualizan 
IXQGDPHQWDOPHQWH HQ SRVLFLµQ HUJXLGD  OD VLJXLHQWH FDWHJRU¯D HQ LPSRUWDQFLD
HV VHQWDGR HQ FXFOLOODV R DUURGLOODGR TXH ¼QLFDPHQWH FRQVWLWX\H HO  \ ᚏQDOPHQWH
inclinado con un 7,6%. Por otro lado, en los espacios restringidos la variabilidad es mucho 
PD\RUODSRVLFLµQP£VKDELWXDOHVVHQWDGRHQFXFOLOODVRDUURGLOODGRVHJXLGRSRUHUJXLGR
WXPEDGR\ᚏQDOPHQWHLQFOLQDGR
Si tenemos en cuenta la cronología, existen variaciones en el Premagdaleniense, en los 
HVSDFLRVDELHUWRVODGLVWULEXFLµQHQWUHODVGLIHUHQWHVFDWHJRU¯DVHVVLPLODUVLQHPEDUJRHQ
los espacios restringidos erguido, sentado, en cuclillas o arrodillado están a la par mientras 
que tumbado es muy escaso. En el Magdaleniense la postura más frecuente es sentado, en 









que en los restringidos las de tamaño mediano constituyen el 30,9%. En ambos casos las 
categorías menos representativas son grande y muy grande, aunque aparecen con más 
frecuencia en los espacios abiertos (5,5% y 1,8% en abiertos frente a 2,6% y 0,5% en los 
restringidos). 




proporciones, no obstante, son muy similares a las registradas para la muestra al completo. 
/RVREWHQLGRVSDUDHO0DJGDOHQLHQVHVHDSXQWDQFRPRVLJQLᚏFDWLYRV ORV UHVXOWDGRVVRQ
similares a los generales, por lo que en esta categoría no existen, aparentemente, diferencias 
cronológicas (Fig. 15.23). 
Tipo de espacio vs Visibilidad
(QJHQHUDO ODYLVLELOLGDGVHFODVLᚏFDFRPREDMDHQFRQWH[WRVUHVWULQJLGRVPLHQWUDVTXHHV











embargo, nos encontramos con el caso contrario, probablemente debido a que el grabado 
es más habitual en espacios restringidos. 
Desde el punto de vista cronológico los resultados obtenidos para el Premagdaleniense son 
muy similares a los generales. En los Magdalenienses varían ligeramente, en los espacios 
DELHUWRV ODVFDWHJRU¯DVGHYLVLELOLGDGDOWD\EDMDHVW£QD ODSDUFRQHOPLVPRQ¼PHURGH
efectivos, los demás resultados, incluyendo los de los espacios restringidos, son muy 
similares a los que proporciona el análisis general (Fig. 15.24). 
7DPDxRGHOD¿JXUD
La inclusión de una variable muy poco frecuente como es “muy grande” contribuye a que 
los resultados de chi-cuadrado no sean válidos, dado el pequeño número de efectivos 
de la categoría. Utilizando esta variable solo hemos conseguido que los resultados sean 
válidos para las variables de consistencia del soporte, tipo de representación, encuadre 
y tipo de espacio, variable que ya hemos analizado previamente. Por esta razón hemos 
decidido fusionar las categorías “grande”, también con un número de efectivos reducido, 
y “muy grande”, obteniendo resultados válidos para disposición, textura, forma y color del 
soporte, técnica, visibilidad, posición de visualización y cronología. Además consideramos 
importante, dadas las características del estudio, considerar la variable de tipo de soporte 
\SRVLFLµQGHODUWLVWDHQ ODVTXHPRGLᚏFDUHPRV OLJHUDPHQWH ODVFDWHJRU¯DVGHᚏQLGDVSRU
nosotros mismos, para potencialmente obtener resultados válidos. Asimismo, dentro de las 





/DVᚏJXUDVGH WDPD³RPHGLRFRUUHVSRQGHQFRQP£V IUHFXHQFLDDO3UHPDJGDOHQLHQVH OR
PLVPRRFXUUHFRQHOFRQMXQWRGHᚏJXUDVJUDQGHVFRQXQDSURSRUFLµQVLPLODU(QFXDQWRD
Fig. 15.24. Tablas de contingencia: Visibilidad
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ODVᚏJXUDVGHFURQRORJ¯DGHVFRQRFLGDVVRQPD\RULWDULDPHQWHGHWDPD³RSHTXH³RGHO
total de la muestra frente a 1,6% y el 0,4%) (Fig. 15.25).
Tipo de soporte vs tamaño
6LJQLᚏFDWLYRDXQTXHOLPLWDGRFRQVLGHUDPRVTXHVHWUDWDGHXQDYDULDEOHLQWHUHVDQWH\SRU
ello la analizamos, aunque los resultados hay que tomarlos con cautela. Los valores de 








la misma dirección (Fig. 15.25). 
Disposición del soporte vs tamaño
/DGLVSRVLFLµQGHOVRSRUWHHQUHODFLµQDOWDPD³RGHODᚏJXUDHVHVWDG¯VWLFDPHQWHVLJQLᚏFDWLYD
/DGLVWULEXFLµQGHFDWHJRU¯DVHVVLPLODUDODJHQHUDOHQORVWUHVWDPD³RVHOPD\RULWDULRHVHO
soporte en disposición vertical con entre un 79,8% y un 69,6%. Para sobre soporte horizontal 
KD\XQPD\RUQ¼PHURGHXQLGDGHVJU£ᚏFDVSHTXH³DVFRQXQPLHQWUDVTXHSDUDODV
medianas y grandes la siguiente categoría en importancia es subvertical (15,3 y 26,1% 
UHVSHFWLYDPHQWHODUHODFLµQVHLQYLHUWHHQODWHUFHUDFDWHJRU¯DSDUDᚏJXUDVSHTXH³DVHV
subvertical (9,9%), mientras que para medianas y grandes es horizontal con 4,9% y 4,3% 
respectivamente. 
Examinando estas variables por cronología, los resultados son similares tanto para el 
Premagdaleniense como para el Magdaleniense, aunque los resultados son problemáticos, 
GHQXHYRGHELGRDOEDMRQ¼PHURGHHIHFWLYRVGHWDPD³RJUDQGHVLWXDGRVHQVRSRUWHVHQ
posición horizontal en relación al suelo, por lo que hay que tomarlos con cautela.
/DRULHQWDFLµQGHOVRSRUWHQRSDUHFHVHUHVSHFLDOPHQWHGHWHUPLQDQWHDODKRUDGHGHᚏQLUHO
WDPD³RGHODᚏJXUD6¯TXHH[LVWHQDOJXQDVYDULDFLRQHVDXQTXHODWHQGHQFLDJHQHUDOHQ
todos los tamaños es a seleccionar soportes verticales y a continuación subverticales, los 
más frecuentes por otra parte. En soportes horizontales sí que hay una mayor frecuencia de 
ᚏJXUDVSHTXH³DVSUREDEOHPHQWHHQODO¯QHDGHTXHORVVRSRUWHVKRUL]RQWDOHVVHXWLOL]DQFRQ
mayor frecuencia en espacios restringidos. 
Textura del soporte vs tamaño
La dispersión por tamaños del tipo de textura seleccionado es muy similar a la general, 
es decir, una preferencia por el soporte liso frente a números muy reducidos de uso de 
VRSRUWHVUXJRVRVPHQRVGHOFRQODH[FHSFLµQGHODVᚏJXUDVJUDQGHVSDUDODVTXHHO
uso del soporte rugoso supera el 20% (21,7%). Por cronologías, sin embargo, los resultados 
REWHQLGRVQRVRQHVWDG¯VWLFDPHQWHVLJQLᚏFDWLYRV(QFRQFOXVLµQDSDUHQWHPHQWHODWH[WXUD
GHOVRSRUWHQRGHWHUPLQDHO WDPD³RGH ODVᚏJXUDV WHQGL«QGRVHHQJHQHUDODVHOHFFLRQDU
XQVRSRUWHOLVRIUHQWHDXQRUXJRVRFRQODH[FHSFLµQGHODVᚏJXUDVJUDQGHVHQODVTXHFRQ
mayor frecuencia se utilizó un soporte rugoso.  
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Forma del soporte vs tamaño
3DUDᚏJXUDVSHTXH³DVORP£VIUHFXHQWHHVODVHOHFFLµQGHVRSRUWHVSODQRVVHJXLGD
por sinuosos y cóncavos con una proporción similar (22,7% y 20,6% respectivamente), 
los dos menos frecuentes son convexo (11,6%) y poliforme (6,1%). En grafías medianas y 
grandes la preferencia es de soportes cóncavos (34,3% y 28,3% respectivamente) seguidos 
GH SODQRV  \  UHVSHFWLYDPHQWH \ VLQXRVRV  \  ᚏQDOPHQWH HVW£Q
también los poliformes y los convexos, que también en estos casos son los menos utilizados. 
Considerando que los resultados por cronologías son problemáticos, los obtenidos para el 
3UHPDJGDOHQLHQVHVRQVLJQLᚏFDWLYRVPLHQWUDVTXHORVFRUUHVSRQGLHQWHVDO0DJGDOHQLHQVH
Fig. 15.25. Tablas de contingencia: Cronología, tipo de soporte
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UHVXOWDQQRVLJQLᚏFDWLYRVHVWDG¯VWLFDPHQWH([LVWHQDOJXQDVYDULDFLRQHVHQ ODGLVWULEXFLµQ
de formas del soporte para el Premagdaleniense, el tipo más utilizado en representaciones 
SHTXH³DVFRQWLQXDVLHQGRSODQRDXQTXHYDU¯DHOVLJXLHQWHTXHSDVDDVHUFµQFDYRGHMDQGR
sinuoso en tercer lugar. Para el tamaño medio las proporciones son similares a las de la 
WDEODJHQHUDOVLQHPEDUJRYDU¯DQSDUDHOWDPD³RJUDQGHHQHOTXHDXQTXHFµQFDYRVLJXH
siendo el tipo preferente, el segundo pasa a ser poliforme frente a sinuoso y plano, que 
pasan a ser el tercer tipo en importancia.
La similitud de distribución entre las categorías más frecuentes en relación a los diferentes 
WDPD³RV \ OD SRFD YDULDELOLGDG HQ SRUFHQWDMHV QRV OOHYD D SHQVDU TXH OD VXSHUᚏFLH GHO
VRSRUWHHVLQGHSHQGLHQWHGHOWDPD³RGHODVᚏJXUDV)LJ
Color del soporte vs tamaño
(O FRORUP£V VHOHFFLRQDGR D OD KRUD GH HMHFXWDU ᚏJXUDV GH SHTXH³R WDPD³R HV HO JULV
IUHQWHDODPDULOORGHODVPHGLDQDV\JUDQGHVHQWUHHOODVORVQ¼PHURVVHLQYLHUWHQVLHQGR
el segundo más frecuente el amarillo para las pequeñas y el gris para las medianas y 
grandes. El siguiente en frecuencia para pequeñas y medianas es blanco frente a marrón en 
grandes. A partir de este la coloración del soporte varía en los diferentes tamaños, aunque 
las proporciones son similares en todos los casos (inferiores al 10%). 
Los resultados por cronologías son especialmente problemáticos, por lo que hemos decidido 
no analizarlos (Fig. 15.27). 
Posición del artista vs tamaño
Se trata de una categoría limitada, sin embargo, consideramos importante analizarla 
GHWHQLGDPHQWH/DVᚏJXUDVGHSHTXH³R\PHGLDQRWDPD³RWLHQHQXQDGLVWULEXFLµQVLPLODU
en cuanto a la preferencia de la altura al suelo, y por lo tanto la posición que adquiriría el 
artista. En ambos casos la preferencia es por la posición erguida, aunque en el caso de 
Fig. 15.26. Tablas de contingencia: Forma del soporte
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ᚏJXUDVSHTXH³DV ODGLVSHUVLµQHQWUH ODVGLYHUVDVFDWHJRU¯DVHVPXFKRPD\RUTXHHQ ODV
GHWDPD³RPHGLR(QODVGHPHQRUWDPD³RODVᚏJXUDVHMHFXWDGDVGHSLHVRORFRQVWLWX\HQ




frecuente con el 51,9% de los efectivos seguido de sentado, en cuclillas o de rodillas (26,5%) 
HLQFOLQDGRHOHYDGRSDVDDFRQVWLWXLUXQ\ᚏQDOPHQWHWXPEDGRHVW£DXVHQWH
/DV ᚏJXUDV GH WDPD³R JUDQGH WDPEL«Q HVW£Q HMHFXWDGDV SUHIHUHQWHPHQWH HQ SRVLFLµQ
erguida, aunque en este caso con un 82,8%, las otras tres categorías presentes constituyen 
menos de un 10% cada una: sentado, en cuclillas o de rodillas y elevado a la par (6,5%) y, 
ᚏQDOPHQWHLQFOLQDGR
El análisis por cronologías resulta bastante problemático, aunque en ambos casos 
HV VLJQLᚏFDWLYR SRU OR TXH KHPRV GH WRPDUORV FRQ FDXWHOD /DV SURSRUFLRQHV SDUD ODV
categorías de tamaño mediano y grande son muy similares entre sí tanto desde el punto 
GHYLVWDJHQHUDOFRPRHQWUHODVGRVFURQRORJ¯DV6LQHPEDUJRHQODVᚏJXUDVGHSHTXH³R
tamaño se produce una variación. En el Premagdaleniense la posición erguida es la más 
frecuente, aunque seguida de inclinada y ya después sentado, en cuclillas o de rodillas. 
Durante el Magdaleniense cambia, sentado, en cuclillas y de rodillas es la posición más 
IUHFXHQWH DXQTXH VHJXLGRPX\ GH FHUFD SRU HUJXLGR LQFOLQDGR SDVD D VHU OD FXDUWD HQ
número precedida por tumbado. 
/DVᚏJXUDVGHSHTXH³RWDPD³RVRQP£VYHUV£WLOHVDODKRUDGHVLWXDUODVVREUHHOVRSRUWH
/D YHUVDWLOLGDG HV DOJRPHQRU HQ ODV ᚏJXUDV GH WDPD³RPHGLDQR DSDUHFLHQGR FRQ XQD
mayor frecuencia a alturas correspondientes a la posición erguida. Finalmente las grafías de 
WDPD³RJUDQGHVHHMHFXWDURQFDVLH[FOXVLYDPHQWHHQSRVLFLµQHUJXLGD)LJ
Fig.15.27 Tablas de contingencia: Color del soporte
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Posición de visualización vs tamaño
/DSRVLFLµQGHYLVXDOL]DFLµQWDPEL«QSDUHFHHQHVWUHFKDUHODFLµQFRQHOWDPD³RGHODᚏJXUD
En todos los casos, pequeñas, medianas y grandes, la posición más frecuente es erguido 
DXPHQWDQGRHQUHODFLµQDOWDPD³RGHODᚏJXUDSHTXH³RPHGLDQRJUDQGH
/DYDULDELOLGDGWDPEL«QHVPXFKRPHQRUVHJ¼QDXPHQWDHOWDPD³RGHODᚏJXUDHQ
tamaño pequeño aparecen todas la posturas posibles, en medio desaparece tumbado y 
en grande desaparecen tumbado e inclinado. En todos los casos la segunda postura en 
frecuencia es sentado, en cuclillas o de rodillas, también disminuyendo según aumenta 
HO WDPD³RGH ODᚏJXUD SHTXH³RPHGLDQR\JUDQGH LQFOLQDGRHV OD
tercera en número pero aparece solo en unidades pequeñas y medianas (14,2% y 7,8% 
UHVSHFWLYDPHQWH )LQDOPHQWH VROR ᚏJXUDV GH SHTXH³R WDPD³R VH YHQ GH IRUPD µSWLPD
tumbado (11,3%). 
Los resultados por cronologías son problemáticos, especialmente los correspondientes al 
3UHPDJGDOHQLHQVH D¼Q DV¯ FRQVLGHUDPRV LPSRUWDQWH DQDOL]DUORV SHUR WRP£QGRORV FRQ
cautela. Las proporciones en general, para ambas cronologías, muestran una dispersión 




es mucho mayor que la general (28,6%) y mucho menor en el Premagdaleniense (7,4%). 
La conclusión que podemos extraer de este análisis es similar a la del anterior, dado que 
DPEDVYDULDEOHVHVW£QPX\ UHODFLRQDGDVHQWUHV¯/DVᚏJXUDVGHJUDQ WDPD³R WLHQGHQD
ser vistas en posición erguida, independientemente de su altura al suelo, probablemente 
GHELGR D TXH VX WDPD³R FRQWULEX\H D XQD PD\RU YLVLELOLGDG (VWR YDU¯D FRQ ᚏJXUDV GH
pequeño y mediano tamaño en las que la posición de visualización depende de la altura al 
suelo, requiriendo una mayor proximidad a la hora de visualizarlas y, por ello, a adoptar una 
SRVLFLµQP£VVHPHMDQWHDODDGTXLULGDSRUHODUWLVWD)LJ
Fig.15.28. Tablas de contingencia: Posición del artista
Blanca Ochoa Fraile
616




GHFLUTXH WLHQHQXQ UHSDUWRVLPLODU6LQHPEDUJRHQ ODVᚏJXUDVPHGLDQDV ODVᚏJXUDWLYDV
SDVDQDVHUP£VLPSRUWDQWHVFRQXQIUHQWHDOGHQRᚏJXUDWLYDV)LQDOPHQWHODV
XQLGDGHVJUDQGHVVRQJHQHUDOPHQWHᚏJXUDWLYDVIUHQWHDOGHQRᚏJXUDWLYDV
Los resultados por cronologías son muy similares para el caso del Premagdaleniense, las 





entre los que el pequeño también es frecuente (Fig. 15.30).  
Técnica vs tamaño






YHU HO FRQMXQWR VL H[FHGH HO FDPSR YLVXDO GH OD SHUVRQD TXH OR HVW£ WUD]DQGRPLHQWUDV
TXHHQJUDEDGRVREUHWRGRVLHVLQFLVR\ᚏQRHVP£VFRPSOLFDGRWHQHUXQDYLVLµQJOREDO
GHODᚏJXUD(ODQ£OLVLVSRUFURQRORJ¯DVQRHVVLJQLᚏFDWLYRHVWDG¯VWLFDPHQWHSRUORTXHORV
resultados no aportan nada desde este punto de vista (Fig. 15.30). 
Fig.15.29 Tablas de contingencia: posición de visualización





de la muestra (2% del total, 12 efectivos). 
/DYLVLELOLGDGGHODVᚏJXUDVHVW£HQHVWUHFKDUHODFLµQFRQVXWDPD³R/DVᚏJXUDVGHSHTXH³R
WDPD³R WLHQHQ HQ XQ  GH ORV FDVRV XQD YLVLELOLGDG EDMD VHJXLGD GH LQWHUPHGLD \
ᚏQDOPHQWH DOWD SUHVHQWH HQ XQ 3URJUHVLYDPHQWH HVWRV UHVXOWDGRV YDQ YDULDQGR \
para las unidades de tamaño medio la visibilidad intermedia es la más frecuente (39,2%) 
VHJXLGDGHDOWD\ᚏQDOPHQWHEDMD3DUDODVGHWDPD³RJUDQGHODYLVLELOLGDG
HVSUHIHUHQWHPHQWHDOWDVHJXLGDGHPHGLD\ᚏQDOPHQWHEDMD
Observando los resultados desde el punto de vista cronológico, los datos varían ligeramente. 
/DVᚏJXUDVSHTXH³DVVHKDQFODVLᚏFDGRHQXQSRUFHQWDMHPX\VLPLODUHQYLVLELOLGDGPHGLD




visibilidad alta y media son muy similares (41,8% y 37%, respectivamente). Finalmente las 
ᚏJXUDV GH WDPD³R JUDQGH WLHQHQ XQD SURSRUFLµQPX\ JUDQGH GH YLVLELOLGDG DOWD 
IUHQWHDPHGLD\EDMDFDGDXQD/RVUHVXOWDGRVSDUDHOFRQMXQWR0DJGDOHQLHQVHVRQ
SUREOHP£WLFRVSRUORTXHKD\TXHWRPDUORVFRQXQDFLHUWDFDXWHODQRREVWDQWHVRQVLPLODUHV
a los resultados generales y el orden es en general el mismo con algunas variaciones en las 
proporciones (Fig. 15.31). 
9LVLELOLGDG
6HWUDWDGHXQDYDULDEOHGHᚏQLGDSUHIHUHQWHPHQWHSRUHOHVSDFLRDOUHGHGRU\ODSUR[LPLGDG
necesaria a la hora de ver la unidad, pero también por algunas de las características de 
ODᚏJXUDFRPR OD W«FQLFDXWLOL]DGD\VX WDPD³R6H WUDWDGHXQDYDULDEOHHQFLHUWRPRGR
VXEMHWLYDGHELGRDTXHQRWHQHPRVH[DFWDPHQWHODPLVPDSHUFHSFLµQTXHDTXHOORVTXHODV
HMHFXWDURQGHELGRDTXHHOFRQFHSWRGHSHUFHSFLµQHVFXOWXUDO$VLPLVPR OD LOXPLQDFLµQ
utilizada es fundamental a la hora de valorar este concepto y debido a la falta de estudios y 
la incertidumbre acerca de este tema hemos decidido no tenerla en cuenta. A pesar de estas 
limitaciones hemos decidido considerar la variable teniendo en cuenta variables intrínsecas, 
como el espacio en torno a la grafía y la combinación entre la técnica y el tamaño. Dado 
que hemos utilizado estas variables a la hora de considerar este concepto, obviaremos la 
comparación de técnica y tamaño en relación a la visibilidad, puesto que la relación será 
especialmente patente. 
(OEDMRQ¼PHURGHHIHFWLYRVGHODFDWHJRU¯DGHQRPLQDGDಯLQH[LVWHQWHರHQODTXHVHLQFOX\HQ
ᚏJXUDV ORFDOL]DGDV HQ SXQWRV HVFRQGLGRV \ SDUD ODV TXH KD\ TXH DGTXLULU XQ SXQWR GH
YLVXDOL]DFLµQPX\HVSHF¯ᚏFRDODKRUDGHYHUODVQRSHUPLWHREWHQHUDQ£OLVLVHVWDG¯VWLFDPHQWH
VLJQLᚏFDWLYRVSRUHOORKHPRVGHFLGLGRIXVLRQDUHVWDFDWHJRU¯DFRQODGHYLVLELOLGDGEDMD
/D YDULDEOH GH WH[WXUD GHO VRSRUWH DO LJXDO TXH HQ RWURV FRQMXQWRV GH YDULDEOHV QR HV
HVWDG¯VWLFDPHQWHVLJQLᚏFDWLYDHQUHODFLµQDODYLVLELOLGDG
Fig.15.31. Tablas de contingencia: Visibilidad
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Visibilidad vs cronología
La mayor parte de grafías con una visibilidad alta corresponden al Premagdaleniense 
ODSURSRUFLµQGHHVWDVᚏJXUDVGH«SRFD0DJGDOHQLHQVHHVPXFKRPHQRU
Aquellas con visibilidad media presentan el mismo orden, aunque las proporciones varían 
OLJHUDPHQWHODSURSRUFLµQGHᚏJXUDV0DJGDOHQLHQVHVDXPHQWDKDVWDHOGLVPLQX\HQGR
ODV3UHPDJGDOHQLHQVHVKDVWDHO)LQDOPHQWHHQ ODVᚏJXUDVGHYLVLELOLGDGEDMD ODV
proporciones se invierten, el 51,4% corresponden al Magdaleniense mientras que las 
3UHPDJGDOHQLHQVHVEDMDQKDVWDHO)LJ
Visibilidad vs Disposición del soporte
En todos los casos la categoría más frecuente es una disposición del soporte vertical, 
DXQTXH ODSURSRUFLµQHVPD\RUSDUD ODVYLVLELOLGDGHVDOWD\PHGLD HQ OD
EDMDVH UHGXFHKDVWDHO(OVHJXQGR WLSRP£V IUHFXHQWHHV WDPEL«QHQ WRGRV ORV
FDVRVVXEYHUWLFDODXQTXHODSURSRUFLµQHVOLJHUDPHQWHPD\RUHQYLVLELOLGDGEDMD
que en alta y media (13%, 12,7%). Finalmente la disposición horizontal es más frecuente en 
XQLGDGHVJU£ᚏFDVFRQYLVLELOLGDGEDMDIUHQWHDGRFXPHQWDUVHDSHQDVSRUHQFLPD
GHOHQᚏJXUDVFRQYLVLELOLGDGDOWD\PHGLD
Los resultados por cronologías no varían en el ámbito general. Los obtenidos para el 
3UHPDJGDOHQLHQVH QR VRQ HVWDG¯VWLFDPHQWH VLJQLᚏFDWLYRV /RV FRUUHVSRQGLHQWHV DO
Magdaleniense sí lo son y tienen una distribución similar a los generales, con la excepción 
GHODVXQLGDGHVJU£ᚏFDVGHYLVLELOLGDGEDMDHQORVTXHODSURSRUFLµQGHVRSRUWHVHQSRVLFLµQ
KRUL]RQWDODXPHQWDVLJQLᚏFDWLYDPHQWHIUHQWHDOGHVXEYHUWLFDOHV
La disposición del soporte está muy relacionada con la visibilidad de las grafías. La 
visibilidad alta y media aparece, en general, en soportes verticales, mientras que hay mayor 
variabilidad en soportes en posición subvertical. En general podemos decir que las grafías 
situadas en soportes horizontales presentan una visibilidad menor (Fig. 15.33). 
Visibilidad vs Consistencia del soporte
/DPD\RUSDUWHGHXQLGDGHVJU£ᚏFDVFRQYLVLELOLGDGDOWDHVW£QHMHFXWDGDVVREUHURFDGXUD
Fig. 15.32. Tablas de contingencia: Cronología
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solo un 7% de ellas realizadas sobre roca blanda. El orden para los otros tipos de visibilidad 
es similar aunque varían las proporciones, que aumentan hasta en torno al 20% para el 
VRSRUWHEODQGRHQYLVLELOLGDGHVPHGLDV\EDMDV
Los resultados por cronologías resultan problemáticos por lo que debemos de tomarlos 
FRQFDXWHOD3DUDHO3UHPDJGDOHQLHQVHODVᚏJXUDVFRQXQDYLVLELOLGDGDOWDHVW£QHMHFXWDGDV
H[FOXVLYDPHQWHVREUHVRSRUWHVGXURVORPLVPRRFXUUHFRQODVGHYLVLELOLGDGPHGLD(QOD
única categoría en la que aparece una pequeña proporción de soportes blandos es la de 
YLVLELOLGDGEDMD(QHO0DJGDOHQLHQVHORVUHVXOWDGRVYDU¯DQODFRQVLVWHQFLDGXUDVLJXHVLHQGR
ODSUHIHUHQWHSDUDODVYLVLELOLGDGHVDOWD\EDMDODVSURSRUFLRQHVGHOXVRGHEODQGDDXPHQWDQ
con respecto al periodo anterior, sobre todo en visibilidad media en la que incluso supera a 
la consistencia dura.
La visibilidad y la consistencia del soporte están relacionadas probablemente debido a que 
ODW«FQLFDXWLOL]DGDHQVRSRUWHVEODQGRVJUDEDGRLQFLVRRGLJLWDOKDFHTXHODᚏJXUDVHDHQ
general menos visible dependiendo, no obstante, de otras variables como el tamaño de 
OD ᚏJXUDRGHOHVSDFLRHQHOTXHVHHQFXHQWUH1RREVWDQWH WDPEL«QGHEHPRV WHQHUHQ
cuenta que los soportes más frecuentes son duros, por lo que sobre los mismos se da una 
variabilidad mayor que en los de carácter blando (Fig. 15.34). 
Visibilidad vs Forma del soporte
Al analizar los resultados relacionando ambas variables no encontramos diferencias 
VLJQLᚏFDWLYDVHQODGLVWULEXFLµQGHXQWLSRXRWURGHVRSRUWHHQUHODFLµQDODYLVLELOLGDG/RV
tres tipos más frecuentes, plano, cóncavo y sinuoso, presentan unas proporciones similares 
HQWUH V¯ /DVSURSRUFLRQHVGH FµQFDYR \ SODQR VRQ VXSHULRUHVHQXQLGDGHVJU£ᚏFDV FRQ
visibilidad alta (35,1% y 33% respectivamente), mientras que sinuoso, poliforme y convexo 
SUHVHQWDQXQRVSRUFHQWDMHVEDVWDQWHP£VUHGXFLGRVHQWUH\(QHOFDVRGHOD
YLVLELOLGDGPHGLDHOSRUFHQWDMHGHXVRGHVRSRUWHVSODQRVHVDOWR EDMDQGRHOGH
cóncavo hasta el 24,2%, seguido por el sinuoso (21,5%), poliforme y convexo son muy poco 
IUHFXHQWHVFRQ\UHVSHFWLYDPHQWH3DUDYLVLELOLGDGHVEDMDVODVSURSRUFLRQHVGH
soportes planos, cóncavos y sinuosos presentan variaciones poco importantes (entre 28,4% 
y 24,3%), mientras que los convexos y poliformes son mucho menos frecuentes (13,7% y 
Fig. 15.33. Tablas de contingencia: Disposición del soporte




pero no para el Magdaleniense. Para el Premagdaleniense apenas vemos cambios en la 
GLVWULEXFLµQ SRU FDWHJRU¯DV ODV SURSRUFLRQHV FDPELDQ DXQTXH QR VLJQLᚏFDWLYDPHQWH FRQ
ODH[FHSFLµQGHODFRUUHVSRQGLHQWHDᚏJXUDVFRQYLVLELOLGDGEDMDHQODVTXHHOVRSRUWHP£V
utilizado es cóncavo (32,8%) y con un 10% menos plano. El resto de categorías (sinuoso, 
poliforme y convexo) está repartido de una forma más equitativa que en soportes de visibilidad 
media y alta y que en la categoría general, variando entre 18,1% y 15,5% (Fig. 15.34). 
Visibilidad vs Color del soporte
El reparto de categorías del color del soporte es muy similar entre los diferentes tipos de 
visibilidad. Los más frecuentes son amarillo y gris, el primero más frecuente en visibilidad 
DOWD\PHGLD\HOVHJXQGRHQYLVLELOLGDGEDMDHOUHVWRGHFRORUDFLRQHVGHOVRSRUWHVRQHQ
general mucho menos frecuentes y por ello aparecen en proporciones mucho más reducidas 
QDUDQMDPDUUµQ\EODQFR(VWDGLVWULEXFLµQHVY£OLGDHQJHQHUDOSDUDWRGDVODVYLVLELOLGDGHV
con algunas variaciones de poca importancia en las proporciones. 
Fig.15.34. Tablas de contingencia: consistencia del soporte, forma del soporte
Blanca Ochoa Fraile
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3RU FURQRORJ¯DV ORV UHVXOWDGRV VRQ VLJQLᚏFDWLYRV 6LQ HPEDUJR ORV FRUUHVSRQGLHQWHV DO
Premagdaleniense son problemáticos, por lo que hay que considerarlos con cautela. En esta 
cronología los resultados aparecen más polarizados hacia las categorías más empleadas 
DPDULOOR\JULVFRQXQDPHQRUIUHFXHQFLDSRUFHQWDMHVPHQRUHVDOHQWRGRVORVFDVRV
HQHOXVRGHRWUDVFRORUDFLRQHVQDUDQMDPDUUµQ\EODQFRTXHHOTXHREVHUYDPRVHQORV
resultados generales. En el Magdaleniense la distribución general es similar, incluso con 
SURSRUFLRQHVPX\VHPHMDQWHVHQODPD\RUSDUWHGHORVFDVRV
En conclusión, al analizar los resultados relacionando ambas variables no encontramos 
GLIHUHQFLDVVLJQLᚏFDWLYDVHQODFRORUDFLµQGHOVRSRUWHVHOHFFLRQDGDHQUHODFLµQDODYLVLELOLGDG
Probablemente esto se debe a que los dos tipos más frecuentes, amarillo y gris, permiten 
TXHHOPRWLYRFRQWUDVWHFRQHOFRORUGHOVRSRUWHDSHQDVXWLOL]DQGRVXSHUᚏFLHVHQODVTXHQR
RFXUUDHVWRPDUUµQRQDUDQMD2WUDVFRORUDFLRQHVFRPRSXHGHVHUHOEODQFRHQODVTXH
se cumpliría lo mismo que para el gris o el amarillo, son menos frecuentes en las cavidades 
(Fig. 15.35). 




en cuclillas y de rodillas, y elevado–son mucho menos frecuentes, especialmente la última 
(2,7%), las otras dos tienen una proporción similar entre sí (17,3% y 15,7%). En grafías de 
visibilidad media el orden es similar aunque varían las proporciones, la posición erguida 
SDVD D FRQVWLWXLU HO  VHJXLGD GH LQFOLQDGD TXH DXPHQWD KDVWD FRQVWLWXLU XQ 
sentado, en cuclillas y de rodillas tiene una proporción similar a la anterior (17,7%), elevado 
disminuye (1,7%) y aparece, aunque con poca importancia, la posición de tumbado (0,4%). 
)LQDOPHQWH OD SRVWXUD GH HMHFXFLµQ P£V IUHFXHQWH HQ UHSUHVHQWDFLRQHV FRQ YLVLELOLGDG
EDMDHVVHQWDGRHQFXFOLOODV\GHURGLOODVDXQTXHHOUHSDUWRHQWUHFDWHJRU¯DVHV
más equitativo que en las categorías precedentes, aumenta sensiblemente la proporción 
GHᚏJXUDVHMHFXWDGDVWXPEDGRFRQUHVSHFWRDᚏJXUDVGHYLVLELOLGDGDOWD\PHGLD
Fig.15.35. Tablas de contingencia: Color del soporte
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disminuyendo sustancialmente las categorías de erguido (29,8%) e inclinado (18,8%). 
/RV UHVXOWDGRV SRU FURQRORJ¯DV VRQ HQ SULQFLSLR VLJQLᚏFDWLYRV 6LQ HPEDUJR VRQ
SUREOHP£WLFRVHVSHFLDOPHQWH ORVFRUUHVSRQGLHQWHVDO0DJGDOHQLHQVHSRUHOEDMRQ¼PHUR
GH HIHFWLYRV HQ GHWHUPLQDGDV FDWHJRU¯DV SRU HVWD UD]µQ HVWRV ¼OWLPRV QR ORV YDPRV D
considerar en el análisis. En el Premagdaleniense las distribuciones se mantienen similares 
SDUDODVYLVLELOLGDGHVDOWDV\PHGLDVSHURYDU¯DQSDUDODVGHEDMDHQODVTXHHOUHSDUWRHV
todavía más equitativo en las dos primeras categorías: erguido y sentado, en cuclillas o de 
rodillas (36,2% y 31,9% respectivamente).
La visibilidad y la altura al suelo de la grafía están estrechamente relacionadas. Las 




todo alta (Fig. 15.36). 
Visibilidad vs Posición de visualización
/DSRVWXUDP£V IUHFXHQWHSDUDYLVXDOL]DU ODVJUDI¯DVHVHQJHQHUDOHUJXLGD3DUDᚏJXUDV
GH YLVLELOLGDG DOWD SU£FWLFDPHQWH GH IRUPD H[FOXVLYD  VHJXLGD PX\ GH OHMRV SRU
sentado, en cuclillas o de rodillas (11,4%), solo un 1,1% se vería en posición inclinada. 
La distribución es la misma para las de visibilidad media, aunque la proporción de erguido 
disminuye hasta el 76,9%, aumentando ligeramente la de sentado, en cuclillas o de rodillas 
\VLJQLᚏFDWLYDPHQWHODGHLQFOLQDGR3DUDODVJUDI¯DVGHYLVLELOLGDGEDMDODGLVWULEXFLµQVLJXH
siendo la misma, pero las proporciones están mucho más repartidas: la posición erguida 
constituye el 39,7% seguida de sentado en cuclillas o de rodillas (29,1%), inclinado (17,8%) 
\ᚏQDOPHQWHWXPEDGRH[FOXVLYRGHODVᚏJXUDVFRQYLVLELOLGDGEDMDFRQVWLWX\HHO
Los resultados desde el punto de vista cronológico son problemáticos para el 
Premagdaleniense, por lo que hay que tomarlos con cautela. Son muy similares a los 




GHHUJXLGR  VHQWDGRHQ FXFOLOODVRGH URGLOODVH LQFOLQDGR WLHQHQXQDSURSRUFLµQ
LJXDO  FDGD XQR \ ᚏQDOPHQWH WXPEDGR FRQVWLWX\H VROR XQ  /RV UHVXOWDGRV
del Magdaleniense también son similares a los generales con algunas excepciones: en 
ODVᚏJXUDVGHYLVLELOLGDGDOWDGHVDSDUHFHQ ODVᚏJXUDVTXHVHREVHUYDQPHMRUHQSRVLFLµQ
inclinada, aumentando, con respecto al general, las visibles sentado, en cuclillas o de 
URGLOODVODVJUDI¯DVFRQYLVLELOLGDGEDMDYDU¯DQHQSURSRUFLRQHVDXQTXHEDVWDQWHUHSDUWLGDV
por lo que la categoría más importante en número pasa a ser sentado, en cuclillas o de 
rodillas (33,3%) aunque seguida de cerca por las de posición erguida (28,7%) y tumbado 
(22,7%), la categoría menos frecuente es inclinado hacia delante (15,3%). 
Las conclusiones que podemos extraer al analizar la relación entre estas variables es muy 
VLPLODUDODGHODFDWHJRU¯DDQWHULRUHLQFOXVRP£VSRODUL]DGD/DVᚏJXUDVYLVLEOHVHQSRVLFLµQ
HUJXLGDVHFODVLᚏFDQFRQPD\RUIUHFXHQFLDFRPRGHYLVLELOLGDGDOWDVLQHPEDUJRDTXHOODVTXH
se visualizan en otras posturas como sentado, en cuclillas o de rodillas, inclinado o tumbado 
VHFODVLᚏFDQFRQPD\RUIUHFXHQFLDFRPRGHYLVLELOLGDGPHGLDREDMDDXQTXHWDPEL«QKD\
XQDSURSRUFLµQLPSRUWDQWHFODVLᚏFDGDFRPRGHYLVLELOLGDGDOWD)LJ
Visibilidad vs Tipo de representación 
/DVᚏJXUDVFRQYLVLELOLGDGDOWDVRQSUHIHUHQWHPHQWHᚏJXUDWLYDVODVQRᚏJXUDWLYDVVRQ
bastante menos frecuentes (33%). Sin embargo, analizando los tipos de representación 
GHJUDI¯DVGHYLVLELOLGDGPHGLD\EDMD ODSURSRUFLµQHVPX\VLPLODUHQWUHQRᚏJXUDWLYDV\
ᚏJXUDWLYDVGHVWDFDQGRDXQTXHSRUPX\SRFRODSULPHUDFDWHJRU¯DPHQFLRQDGD
En cuanto a la distribución por cronologías los resultados correspondientes al 
3UHPDJGDOHQLHQVHVRQHVWDG¯VWLFDPHQWHVLJQLᚏFDWLYRVSHURQRDV¯ORVGHO0DJGDOHQLHQVH





Fig. 15.37. Tablas de contingencia: Posición de visualización






En relación a esta variable, debido a la ausencia de encuadres en general, vamos a 
analizarla desde otro punto de vista, analizando los totales por categoría en vez de los 
correspondientes a cada categoría. La mayor parte de encuadres parciales se produce 





El uso varía en el Premagdaleniense, los encuadres parciales son más frecuentes en 
visibilidades medias (2,6%) aunque seguidos de cerca por los de visibilidad alta (2,1%) no 
VHHQFXDGUµSDUFLDOPHQWHQLQJXQDᚏJXUDFRQEDMDYLVLELOLGDG(QHQFXDGUHVFRPSOHWRVODV
proporciones son muy similares entre las diferentes visibilidades. Para el Magdaleniense el 
encuadre parcial tiene una distribución similar a la general, más frecuente en soportes de 
visibilidad alta, disminuyendo progresivamente. Esta distribución se invierte en las grafías 
FRQHQFXDGUHVFRPSOHWRVORP£VIUHFXHQWHHVHQJUDI¯DVFRQYLVLELOLGDGEDMDGLVPLQX\HQGR
su frecuencia en media y alta (Fig. 15.39). 
3RVLFLyQGHHMHFXFLyQ
'HELGRDOJUDQQ¼PHURGHFDWHJRU¯DVGHWHUPLQDGDVSDUDFODVLᚏFDUODSRVLFLµQGHHMHFXFLµQORV
resultados obtenidos para muchas categorías (tipo de soporte, textura del soporte, formato 
de representación, orientación, nivelación, encuadre e incorporación) son especialmente 
SUREOHP£WLFRVSRUHOEDMRQ¼PHURGHHIHFWLYRVHQDOJXQDGHHOODVHQUHODFLµQDODYDULDEOH
a analizar. Lo mismo ocurre con el análisis cronológico, en la mayoría de los casos en 
ORV TXH KHPRV SRGLGR REWHQHU UHVXOWDGRV HVWDG¯VWLFDPHQWH VLJQLᚏFDWLYRV UHVXOWDQ PX\
problemáticos. En este caso hemos optado por no analizarlos, por lo que en esta variable la 
mayor parte de las conclusiones se obtienen solo desde el punto de vista general. 




La tabla por cronologías nos muestra un resultado interesante. En general la distribución 
cronológica de las diferentes categorías se reparte equitativamente entre ambas épocas con 
algunas diferencias en las proporciones, probablemente causadas por la mayor frecuencia 
GHJUDI¯DVFRUUHVSRQGLHQWHVDO3UHPDJGDOHQLHQVHHVWRRFXUUHHQODVSRVLFLRQHVVHQWDGRHQ
cuclillas o de rodillas y erguido. En la primera la proporción es prácticamente la misma con 
GHO3UHPDJGDOHQLHQVH\GHO0DJGDOHQLHQVHSDUDODSRVWXUDLQFOLQDGRHOUHVXOWDGR




parte de las que se trazaron con alguna elevación se hicieron durante el Premagdaleniense 
(81,8%). 
El análisis cronológico por categorías es muy problemático debido al número de categorías 
GHODYDULDEOH LQGHSHQGLHQWH\HOEDMRQ¼PHURGHFDVRVHQDOJXQDGHODVFDWHJRU¯DV3RU
esta razón hemos, decidido no analizar detalladamente la relación entre las variables por 
cronología (Fig. 15.40). 
3RVLFLµQGHHMHFXFLµQYV&RQVLVWHQFLDGHOVRSRUWH
8QD GH ODV YDULDEOHV FX\R UHVXOWDGR HV VLJQLᚏFDWLYR HV OD FRQVLVWHQFLD GHO VRSRUWH HQ
UHODFLµQD ODDOWXUDDOVXHORSRVLFLµQGHHMHFXFLµQ(Q ODPD\RUSDUWHGHFDVRVHO WLSRGH




Fig.15.39 Tablas de contingencia: Encuadre




al igual que ocurre con la consistencia del soporte, en la mayoría de los casos la proporción 
es muy cercana al 50%. El más equitativo es el de la posición erguida en la que el 51,6% 










Según los resultados no parece que haya preferencia por un tipo de representación 





número de efectivos en alguna de sus categorías. Sin embargo, los datos son estadísticamente 
VLJQLᚏFDWLYRV\GDGDVXVLPLOLWXGFRQODVGRVFDWHJRU¯DVSUHYLDVFRQVLGHUDPRVLQWHUHVDQWH
analizar los resultados. Las posiciones intermedias (sentado, inclinado y erguido) tienen una 
distribución similar de los resultados, en los tres casos el soporte dispuesto en vertical es 
HOP£VIUHFXHQWHFRQHQWRUQRDOORVHMHFXWDGRVHQVRSRUWHVVXEYHUWLFDOHVVRQPXFKR
menos numerosos, pero la proporción también es muy similar entre los tres casos, entre el 
\HO\ORPLVPRRFXUUHFRQORVHMHFXWDGRVHQVRSRUWHVKRUL]RQWDOHVFRQHQWUH
un 4,9% y un 6%. Las otras dos categorías muestran resultados ligeramente distintos, en las 
HMHFXWDGDVHQSRVLFLµQWXPEDGDODSUHIHUHQFLDHVSRUXQVRSRUWHKRUL]RQWDOVHJXLGR
GHOVXEYHUWLFDO\ᚏQDOPHQWHHOYHUWLFDOSRUORTXHODGLVWULEXFLµQHVODFRQWUDULD
a la que presentan las otras categorías. En el caso de la posición elevada se preferencian 




Al igual que en los casos anteriores la tendencia general aparece con proporciones muy 
similares en las posiciones de sentado, inclinado y erguido, aunque en este caso está 
PHQRVSRODUL]DGRTXHHQORVSUHYLRV/DWHQGHQFLDHVKDFLDHOXVRGHOGLEXMRFRPRW«FQLFD
Fig. 15.41. Tablas de contingencia: tipo de representación
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Fig.15.42. Tablas de contingencia: disposición del soporte




frecuente con  entre un 28,9% y un 31,5% de la muestra. En las posturas de los extremos, 




En el análisis de esta variable en relación a otras tenemos la misma problemática presente 
TXH HQ OD DQWHULRU0XFKRV UHVXOWDGRV REWHQLGRV VRQ HVWDG¯VWLFDPHQWH VLJQLᚏFDWLYRV6LQ
embargo, son en general problemáticos y, en consecuencia, ocurre lo mismo para los 
análisis por cronologías. Por esta razón, eliminamos del análisis las variables problemáticas 
(tipo de soporte, color de la roca, características del soporte, posición del artista, técnica, 
orientación, nivelación, encuadre e incorporación). La variable textura no es estadísticamente 
VLJQLᚏFDWLYDHQUHODFLµQDODSRVWXUDGHYLVXDOL]DFLµQ
Cronología
Si analizamos los resultados por cronologías observamos que las posturas de visualización 
EDMDVದWXPEDGR\VHQWDGRದVRQP£VIUHFXHQWHVGXUDQWHHO0DJGDOHQLHQVHHQHOFDVRGH
tumbado alcanzando el 87,2% frente solo al 12,8% correspondiente al Premagdaleniense. 
3DUDᚏJXUDVTXHVHYLVXDOL]DQHQSRVLFLµQVHQWDGDHQFXFOLOODVRGHURGLOODVODSURSRUFLµQ
disminuye pero continua siendo preferentemente Magdaleniense (54,2% frente a 38,9%). 
En el caso de las dos posturas más cómodas, inclinado y erguido, las proporciones cambian, 
la posición inclinada es más frecuente durante el Premagdaleniense, prácticamente 
LQYLUWL«QGRVHORVQ¼PHURVFRQUHVSHFWRDVHQWDGRIUHQWHD/DVᚏJXUDVYLVLEOHV
en posición erguida son más frecuentes en el Premagdaleniense (60,6%) (Fig. 15.44).
Posición de visualización vs Disposición del soporte




en soportes subverticales que se observan en posición tumbada (20,5%). En el resto de 
posiciones –sentado, inclinado y erguido– la distribución general es la misma, predominando 
ODV ᚏJXUDV HMHFXWDGDV HQ VRSRUWHV YHUWLFDOHV VHJXLGRV GH ORV VXEYHUWLFDOHV \ ᚏQDOPHQWH
algunos, raros, casos en soportes horizontales. Las proporciones concretas varían, el número 
de grafías visibles sentado, inclinado y erguido que se localizan en soportes subverticales es 
importante (26,4%), aunque la mayor parte (65,3%) está localizada en soportes verticales. 
(QORVFDVRVGHLQFOLQDGR\HUJXLGRODVSURSRUFLRQHVJHQHUDOHVVHDVHPHMDQPXFKRFRQ
entre un 88,2% y un 84,5% de soportes verticales, entre un 10% y un 6,6% de subverticales 
y solo un 5,3 y 5,4% de horizontales (Fig. 15.44). 
Posición de visualización vs Consistencia del soporte




blando es ligeramente más frecuente (53,8%) que el duro. 
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Posición de visualización vs Forma del soporte
Al igual que sucede en el análisis de las variables previas, la categoría tumbado presenta 
unos resultados marcadamente diferentes que el resto de las categorías. El soporte mas 
IUHFXHQWHHVHOVLQXRVRVHJXLGRGHSODQR\FRQYH[RFµQFDYRXQR
de los tipos más frecuentes en general, solo aparece en el 7,7% de los casos. Para el resto 
de categorías la distribución general es similar aunque con pequeñas variaciones en las 
proporciones, el soporte más frecuente es plano seguido de cóncavo y sinuoso. Las dos 
categorías menos frecuentes son convexo y polimorfo (Fig. 15.45).
Fig. 15.44. Tablas de contingencia: cronología, disposición del soporte, consistencia del soporte
Blanca Ochoa Fraile
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Posición de visualización vs Tipo de representación
/DV UHSUHVHQWDFLRQHV ᚏJXUDWLYDV VRQP£V DEXQGDQWHV SDUD DTXHOODV JUDI¯DV HQ ODV TXH







Fig 15.45. Tablas de contingencia: forma del soporte
Fig. 15.46. Tablas de contingencia: técnica
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Posición de visualización vs Técnica
En relación a la técnica utilizada vemos que a una posición de visualización más alta 
DXPHQWDODSUHIHUHQFLDSRUHOGLEXMRGLVPLQX\HQGRHOXVRGHOJUDEDGR(QSRVLFLµQWXPEDGD
el grabado es la categoría más frecuente (87,2%). En las siguientes posturas se invierte la 
SUHIHUHQFLDVLHQGRHOGLEXMRHOP£VIUHFXHQWHSDUDVHQWDGRLQFOLQDGR\HUJXLGRDODYH]TXH
aumenta progresivamente la proporción (55,8%, 60,5%, 75,7% respectivamente).
'LVSRVLFLyQGHOVRSRUWH
Esta variable ya la hemos analizado en relación otras de carácter espacial que ya hemos 
descrito por lo que únicamente la podemos estudiar a través de variables que no hemos 
GHᚏQLGR FRPR HVSDFLDOHV $O LJXDO TXH FRQ ORV FDVRV SUHYLRV KHPRV GHFLGLGR OLPLWDU HO
análisis a aquellas variables que no resultan problemáticas desde el punto de vista estadístico 
obviando el análisis de las variables: tipo de soporte, características del soporte, posición del 
artista, color del pigmento, formato de representación, orientación, nivelación, encuadre e 
incorporación. Como en prácticamente todos los casos analizados, la variable de textura del 
soporte es independiente estadísticamente. 
Cronología
Los soportes verticales son más frecuentes durante el Premagdaleniense. Por el contrario el 
uso de soportes horizontales es más habitual durante el Magdaleniense. Los subverticales 
presentan una proporción bastante equitativa aunque son ligeramente mas frecuentes en el 
Magdaleniense (Fig. 15.48).
Consistencia del soporte vs disposición
La relación entre estas dos variables es muy similar a la que hemos observado en 
UHODFLµQD ODSRVLFLµQGHHMHFXFLµQ\ ODSRVLFLµQGHYLVXDOL]DFLµQSXHVWRTXHHVW£QPX\
interrelacionadas. En general existe una preferencia por soportes duros, muy destacada 
en los de orientacion vertical (85,5% frente a 14,5%), mientras que en los subverticales y 
horizontales es menos marcada –69,7% y 30,8% duro y blando en subverticales y 72,6% y 
Fig.15.47. Tablas de contingencia: tipo de representación
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27,4% en los horizontales–.   
Analizando por cronologías los datos correspondientes al Premagdaleniense son muy 
problemáticos. Los de época Magdaleniense, sin embargo, no presentan los mismos 
problemas, aunque el análisis aporta los mismos datos que los generales. (Fig. 15.48) 
Forma del soporte vs disposición
El reparto por categorías de la forma del soporte es relativamente similar entre las diferentes 
disposiciones del soporte. Los tres más frecuentes son plano, cóncavo y sinuoso aunque 
varía, en disposición vertical las más frecuentes son plano (32%), convexo (28,7%) y sinuoso 
HQGLVSRVLFLµQVXEYHUWLFDOVRQFµQFDYRSODQR\VLQXRVR
ᚏQDOPHQWHHQKRUL]RQWDO VRQSODQR  VLQXRVR  \ FRQYH[R DXQTXH
cóncavo está casi a la par (11%). 
/D GLVWULEXFLµQ GH OD PXHVWUD QR HV VLJQLᚏFDWLYD HQ HO 3UHPDJGDOHQLHQVH \ SDUD HO
Magdaleniense los resultados son problemáticos (Fig. 15.49). 
Fig. 15.48. Tablas de contingencia: cronología y consistencia del soporte
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Color del soporte vs disposición
Siguiendo las categorías generales más frecuentes en general de la coloración del soporte, 
OD GLVWULEXFLµQ HVPX\ VLPLODU HQ ODV GLIHUHQWHV VXSHUᚏFLHV HO FRORUP£V IUHFXHQWHPHQWH
utilizado es el amarillo en todos los casos, aunque con diferentes proporciones, en vertical 
\VXEYHUWLFDOGHVWDFDHOXVRGHODPDULOORVHJXLGRGHJULV\EODQFRPDUUµQ\QDUDQMD(Q
horizontal la distribución varía, el amarillo es el más frecuente pero está seguido de blanco y 
OXHJRJULVODVGRVFDWHJRU¯DVPHQRVXWLOL]DGDVVRQWDPEL«QPDUUµQ\QDUDQMDHQHVHRUGHQ
3RUFURQRORJ¯DVHQDPERVFDVRVORVUHVXOWDGRVVRQVLJQLᚏFDWLYRVSHURORVFRUUHVSRQGLHQWHV
al Premagdaleniense son muy problemáticos. Los obtenidos para el Magdaleniense son 
muy similares a los generales con una excepción, en los soportes en posición horizontal el 
Fig. 15.49. Tablas de contingencia: forma del soporte y color del soporte
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amarillo pasa a ser la cuarta categoría en aparición, siendo los más frecuentes gris, blanco 
\QDUDQMD)LJ
Tipo de representación vs Disposición del soporte
La distribución es muy equitativa en soportes verticales y horizontales con proporciones muy 
FHUFDQDVDOHQODVFDWHJRU¯DVGHᚏJXUDWLYR\QRᚏJXUDWLYR6LQHPEDUJRHQORVVRSRUWHV
VXEYHUWLFDOHV OD SURSRUFLµQ GH UHSUHVHQWDFLRQHV ᚏJXUDWLYDV HV PX\ DOWD DOFDQ]DQGR HO
70,7%. 




Técnica vs Disposición del soporte
([LVWHXQDSUHIHUHQFLDJHQHUDOL]DGDKDFLDHOXVRGHOGLEXMRIUHQWHDJUDEDGRHQORVWUHVWLSRV
de soporte aunque las proporciones varían, en soportes subverticales y horizontales el uso 
GHODVGRVW«FQLFDVHVW£PX\SUµ[LPRDOVREUHWRGRHQVXEYHUWLFDOHVGLEXMR
y 47,9% grabado). En soportes verticales, sin embargo, la tendencia está muy polarizada 
KDFLDHOGLEXMR
/RV UHVXOWDGRV SDUD HO 3UHPDJGDOHQLHQVH DSDUHQWHPHQWH QR VRQ VLJQLᚏFDWLYRV DXQTXH
son problemáticos. En cambio, para el Magdaleniense lo son y presentan un cambio 




del arte paleolítico. Durante los primeros años de investigación se plantearon diferentes 
WHRU¯DVDFHUFDGHVXVLJQLᚏFDGR&DEU«SURSXVRTXHHVWDEDQFRQFHELGRVSDUDVHUYLVWRVSRU
todos los integrantes de un grupo humano, es decir, eran enclaves públicos y socialmente 
H[SXHVWRVIUHQWHDHOORVORVHMHFXWDGRVHQHOLQWHULRUGHODVFXHYDVVHKDEU¯DQUHVHUYDGRD
determinados miembros del grupo (CABRÉ, 1915). Carballo pensaba que la decoración no se 
Fig. 15.50. Tablas de contingencia: forma del soporte y tipo de representación
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podía localizar en áreas de habitación, puesto que se trataba de santuarios y no podían estar 
en relación a los lugares de habitación, sino que se localizaban en zonas complementarias a 
los yacimientos de habitación (CARBALLO, 1952). Con un mayor grado de sistematización 
H LQWURGXFFLµQ OD SUREOHP£WLFD GHᚏQLWLYDPHQWH HQ OD GLVFXVLµQ DUTXHROµJLFD /$0,1*
EMPERAIRE (1972) y LEROI-GOURHAN (1965) interpretaron que existía una dicotomía 
LQWHULRUH[WHULRUTXHLPSOLFDU¯DGLIHUHQWHVXVRV\HQFRQVHFXHQFLDVLJQLᚏFDGRVORFRWLGLDQR
\ ODLFRIUHQWHD ORUHVHUYDGR\UHOLJLRVR$SHVDUGHO LPSXOVRGHHVWRV¼OWLPRVWUDEDMRV OD
investigación en relación a estas representaciones se ha centrado desde los años 80 sobre 
todo en la cronología o el valor territorial (FORTEA   GARCÍA-DIEZ & 
EGUIZABALGARCÍA-DIEZHERNANDO-ÁLVAREZ, 2010, 2011, 2014) y no 
tan explícitamente en la interpretación de la dicotomía interior/exterior. 
3DUDQXHVWURHVWXGLRVHOHFFLRQDPRVWUHVFDYLGDGHVFRQXQLGDGHVWRSRJU£ᚏFDVORFDOL]DGDV
HQ£UHDVDODVTXHOOHJDROOHJDEDODOX]QDWXUDOGXUDQWHHO3DOHRO¯WLFRVXSHULRU«VWDVVRQ





(O FRQMXQWR ORFDOL]DGR HQ HO YHVW¯EXOR GH &KXI¯Q HVW£ FRPSXHVWR SRU XQD ¼QLFD XQLGDG
WRSRJU£ᚏFDHQODTXHGLIHUHQFLDPRVWUHVSDQHOHVXQRFRQQXPHURVDVUHSUHVHQWDFLRQHVGH
FLHUYDVಯWULOLQHDOHVರ\XQELVRQWH LQFRPSOHWR\RWURVGRVSDQHOHVHQGHᚏFLHQWHHVWDGRGH
FRQVHUYDFLµQ TXH QR SDUHFHQ LQWHJUDU UHSUHVHQWDFLRQHV ᚏJXUDWLYDV /RV WUHV SDQHOHV VH
ORFDOL]DQHQHOYHVW¯EXOR\VHSXHGHQYHUVLQOX]DUWLᚏFLDODXQTXHHOVHJXQGRHVW£HQXQD
VXSHUᚏFLHRSXHVWDDODHQWUDGDGHOX]SRUORTXHODYLVLELOLGDGVLQXQDIXHQWHH[WHUQDGHOX]
es menor que en los otros dos paneles (Fig. 15.52). 
$VRFLDGRDHVWHFRQMXQWRJU£ᚏFRVHKDUHJLVWUDGRXQ\DFLPLHQWRGHKDELWDFLµQHQHOTXHVH
dató un hogar de época solutrense. Los materiales no han sido analizados en profundidad, 
pero parece que además del nivel solutrense podría haber otro anterior (CABRERA, 1977, 
1984). Straus (1983) menciona la posibilidad de que la parte más importante del yacimiento 
se localizase en el exterior del vestíbulo de la cavidad y que haya desaparecido por erosión. 
No obstante, el área del vestíbulo estuvo habitada, por lo que todos los integrantes del 
JUXSRSRG¯DQYLVXDOL]DUELHQSRUTXHODVHMHFXWDURQELHQSRUTXH\DKDE¯DQVLGRWUD]DGDV
Fig.15.51. Tablas de contingencia: técnica
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las representaciones que, dadas sus características técnicas, habrían sido más visibles que 
en la actualidad, debido a una menor incidencia de acciones tafonómicas que han tendido a 
patinar el surco y reducir, posiblemente, el contraste cromático generado tras la grabación. 
6XHMHFXFLµQSRGU¯DHVWDUOLJDGDDXQHYHQWRFRUWRHQHOWLHPSRRELHQDXQDWUDGLFLµQGHODUJD
duración, pero posiblemente dentro de un mismo periodo cultural. La intensa superposición 




0X\VLPLODUHVDO FRQMXQWR ORFDOL]DGRHQ&KXI¯Q VRQ ODV FDYLGDGHV\DEULJRVGHO £UHDGHO
Nalón:  La Viña, La Lluera (I y II), Las Caldas, Santo Adriano, Entrefoces y Los Torneiros 
(FORTEA, RODRÍGUEZ-ASENSIO, & RÍOS-GONZÁLEZ  FORTEA  
GONZÁLEZ-SAINZ, RUIZ-REDONDO, & GONZÁLEZ-MORALES QG RODRIGUEZ-
ASENSIO & BARRERA, 2013), en los que se trazaron paneles, en algunos casos 
LQWULQFDGRVGHUHSUHVHQWDFLRQHVᚏJXUDWLYDVORFDOL]DGDVHQ]RQDVDODVTXHDOFDQ]DODOX]
diurna o la penumbra y situados en proximidad de yacimientos de habitación, algunos con 
una estratigrafía muy dilatada en el tiempo como La Viña y Las Caldas. Hacia el este de 
la Cornisa Cantábrica también encontramos algunos paralelos: en Hornos de la Peña se 
documentó un bloque calizo en el que se trazaron varias grafías de estilo similar, se situaba 
HQODHQWUDGDGHODFXHYDSHURSRUGHVJUDFLDIXHGHVWUXLGRGXUDQWHORVWUDEDMRVGHFLHUUHGH
la cavidad (ALCALDE DEL RÍO, BREUIL, & SIERRARIVERO & GARATE, 2013). En 
el País Vasco y Cantabria encontramos Venta Laperra (GARCÍA-DIEZ & EGUIZABAL, 2008)
El Rincón (GONZÁLEZ-SAINZ & GARATE, 2006) y La Luz (MONTES BARQUÍN, MUÑOZ-
FERNÁNDEZ, & MORLOTEPX\SUµ[LPRVDOFRQMXQWRGH3RQGUDFRQLPSRUWDQWHV
FRQMXQWRVGHJUDEDGRV\HQ ORV FDVRVGH9HQWD/DSHUUD GARCÍA-DIEZ & EGUIZABAL, 
\/D/X]*0(=&$67$1('2HWDOMXQWRDXQ\DFLPLHQWRGHKDELWDFLµQ
(QHOFDVRGH3RQGUDHQFRQWUDPRVXQFRQMXQWRGHGLEXMRVORFDOL]DGRVHQXQSDQHOGHJUDQ
tamaño. El acceso de la luz a día de hoy ha generado que el estado de conservación sea 
PX\GHᚏFLHQWH\QRVRWURVQRKHPRVSRGLGRGHᚏQLUVLVHWUDWDGHUHSUHVHQWDFLRQHVᚏJXUDWLYDV
RQRᚏJXUDWLYDVSXHVWRTXHVRORKHPRVSRGLGRUHFRQRFHUJUDQGHVVXSHUᚏFLHVGHSLJPHQWR
URMRDSHVDUGHTXHRWURV LQYHVWLJDGRUHV LGHQWLᚏFDQDOJXQDV IRUPDVDQLPDOHV GARCÍA-
DIEZ GONZÁLEZ-SAINZ & SAN MIGUEL, 2001). El panel se localiza a bastante 
distancia de la entrada, pero las dos grandes bocas permiten que entre la luz natural hasta 
XQSXQWRUHODWLYDPHQWHSURIXQGRGHODFDYLGDGDGHP£VODVHQWUDGDVVHHQFXHQWUDHQHOODGR
opuesto a la localización del panel por lo que la luz es relativamente directa. En la cueva de 
Pondra no se han llevado a cabo excavaciones arqueológicas extensivas debido a que parte 
del relleno de la parte exterior de la cavidad fue vaciado, probablemente con la intención 
GHXWLOL]DUOR SDUD DERQDU VLQ HPEDUJR GXUDQWH OD LQVWDODFLµQ GH OD YHUMD VH HQFRQWUDURQ
DEXQGDQWHV PDWHULDOHV LQGLFDQGR TXH SUREDEOHPHQWH H[LVWLµ XQ \DFLPLHQWR MXQWR D ODV
bocas de la cueva y muy próximo al panel (Fig. 15.53). 
En La Pasiega tenemos un caso particular. Las entradas originales (“paleolíticas”) de la 
cavidad muy probablemente se cerraron durante algún momento del Paleolítico superior, 
aunque la cronología concreta de este cierre se desconoce debido a que estas entradas 
se abrieron para facilitar las visitas turísticas y se volvieron a cerrar con posterioridad, sin 
OOHYDUVHDFDERHVWXGLRVHVSHF¯ᚏFRVDOUHVSHFWR'XUDQWHHVWDVREUDVVHORFDOL]DURQDOJXQRV
UHVWRVGHPDWHULDOHVDUTXHROµJLFDPHQWHSRFR VLJQLᚏFDWLYRVHQDPEDVHQWUDGDV SHUR ORV
GLIHUHQWHVLQYHVWLJDGRUHVKDQOOHJDGRDODFRQFOXVLµQGHTXHQRH[LVWHODVXᚏFLHQWHGHQVLGDG
como para considerarlo un yacimiento de habitación, sino un lugar de refugio eventual. 
/DV UHSUHVHQWDFLRQHV ORFDOL]DGDV MXQWR D DPEDV HQWUDGDV SXHGHQ VHU FODVLᚏFDGDV WDQWR
HQ «SRFD3UHPDJGDOHQLHQVH FRPR0DJGDOHQLHQVH FDU£FWHU HVSHF¯ᚏFR GH HVWH FRQMXQWR
frente a los anteriores, cuyas grafías comparten una concepción de forma y estilo internos 
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Fig. 15.52. Chufín: zona de penumbra y lozalización de los paneles PRGLᚏHGIURPGONZÁLEZ-SAINZ, 2010)
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Fig. 15.53. Pondra: zona de penumbra y localización de los paneles PRGL¿FDGRGH*21=È/(=6$,1=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que sirve para dar mayor credibilidad a una hipótesis de sincronía (aunque sea relativa) en 
VXHMHFXFLµQ8QIDFWRUFLHUWDPHQWHUHODWLYRSHURTXHDERJDU¯DSRUXQFLHUUHJHROµJLFRQR
ಯH[FHVLYDPHQWHGLVWDQWHರGHODHMHFXFLµQHVTXHODVJUDI¯DVTXHVHFRQVHUYDQEDVWDQWHELHQ
En la Pasiega B las paredes presentan marcas de carácter geológico que indican su exposición 
a rigor climático de tipo frío. Las grafías se distribuyen en ambas paredes y son tanto grabados 
GH SHTXH³R WDPD³R HMHFXWDGRV FRQ WUD]R ᚏQR \PX\ VXSHUᚏFLDO FRPR JUDQGHV ᚏJXUDV
SLQWDGDVSULQFLSDOPHQWHPHGLDQWHW«FQLFDGLJLWDO\UHOOHQDGDVWRWDORSDUFLDOPHQWHHQURMR
Una grafía quedo cubierta por sedimento procedente del cono de derrubios y probablemente 
fue destapada durante las obras de adecuación. La luz potencialmente alcanzaría la galería 
principal de la cavidad por unos conductos que conectan la entrada y este zona, aunque 
VHU¯D SRVLEOHPHQWH \D HQ SHQXPEUD QHFHVLWDQGR DOJ¼Q WLSR GH OX] DUWLᚏFLDO SDUD YHU ODV
grafías, aunque permitiría desplazarse sin problema una vez acostumbrada la vista (Fig. 
15.54). 
En la Pasiega C la entrada era de mayores dimensiones que la de la galería B, por lo que 
ODOX]SHQHWUDU¯DWRGDY¯DP£VKDFLDHOLQWHULRU/DDOWXUDGHODEµYHGD\ODDOWDUHᚐHFWDQFLD
GHOVRSRUWHVLJQLᚏFDU¯DHQORVPRPHQWRVHQORVTXHP£VOX]HQWUDVHTXHKXELHVHXQDOX]









un panel de bisontes magdalenienses tanto grabados como pintados en negro (Fig. 15.55).
/D H[FHOHQWH FRQVHUYDFLµQ GH HVWH FRQMXQWR QRV OOHYD D SHQVDU TXH OD HQWUDGD VH FHUUµ
HQ DOJ¼QPRPHQWR D ᚏQDOHV GHO 3DOHRO¯WLFR VXSHULRU (VWD WHRU¯D HVWDU¯D DSR\DGD SRU OD
LPSRUWDQWHFDOFLᚏFDFLµQGHDOJXQRVGHORVSDQHOHVVLWXDGRVMXQWRDODHQWUDGD\TXHKDQVLGR
datados a principios del Holoceno (PIKE ET AL., 2012).
$GHP£VGHHVWRVGRVFRQMXQWRVFRQGLEXMRVURMRVHQ OD&RUQLVD&DQW£EULFDHQFRQWUDPRV
otros similares a los que llegaba la luz solar (directa o indirectamente, es decir, en penumbra). 
La Haza se localiza en Ramales de la Victoria, muy próxima a la cueva de Covalanas y 
a escasos kilómetros de Pondra que está localizada en el mismo municipio. Se trata de 
XQDFDYLGDGGHSHTXH³DVGLPHQVLRQHVHQ ODTXHVHWUD]DURQJUDI¯DVWDQWRᚏJXUDWLYDV
FRPRQRᚏJXUDWLYDVGARCÍA-DIEZ & EGUIZABAL, 2007). El pequeño tamaño de la cavidad 
está precedido por un amplio vestíbulo. Durante las primeras investigaciones (ALCALDE 
DEL RÍOSIERRA, 1908) se menciona la presencia de materiales arqueológicos en 
VXSHUᚏFLH(QORVD³RVVHOOHYµDFDERXQYDFLDGRGHODFDYLGDGDO LJXDOTXHHQRWUDV
tantas cavidades de la región cantábrica, durante el que se recogieron algunos materiales 
SRFR VLJQLᚏFDWLYRV /D OX] SHQHWUD HQ HO SHTXH³R FRYDFKR LOXPLQDQGR JUDQ SDUWH GH ODV
grafías del panel que se localiza inmediatamente frente a la entrada. 
Otro caso similar es el de la cueva de Danbolinzulo, de reciente descubrimiento y todavía en 
HVWXGLR/RFDOL]DGDHQ=HVWRD3D¯V9DVFRFRQWLHQHXQFRQMXQWRGHHQWRUQRDJUDI¯DV
ᚏJXUDWLYDV\QRᚏJXUDWLYDV(OHVWLOR\ODW«FQLFDVRQVLPLODUHVDODVORFDOL]DGDVHQOD]RQDGH
entrada de La Pasiega y a algunas de las grafías del interior de la cueva de Pondra. La luz 
SHQHWUDKR\HQG¯DLOXPLQDQGRDGHWHUPLQDGDVKRUDVHOFRQMXQWRORFDOL]DGRHQXQDKRUQDFLQD











Si analizamos la distribución de las grafías en las cavidades, en La Pasiega la decoración en 
ambas galerías es continua, y no existe una ruptura entre el área iluminada por luz natural, 
HO£UHDGHSHQXPEUD\ ODTXHQHFHVLWDHODSR\RGH OX]DUWLᚏFLDO(Q&KXI¯Q ODVHSDUDFLµQ
entre los motivos exteriores y el primero que encontramos en el interior de la cavidad es 
PX\SHTXH³DVLQHPEDUJRODSDUWHP£VLPSRUWDQWHGHOFRQMXQWRODXQLGDGWRSRJU£ᚏFDVH
encuentra a 48m de distancia. En el caso de Pondra hay también una separación importante 
PHQWUHHOFRQMXQWR LOXPLQDGRSRU OD OX]QDWXUDO\HOVLJXLHQWHSDQHOTXHDGHP£VVH
localiza en un camarín separado del tránsito principal de la cavidad. 
6L DQDOL]DPRV OD WHP£WLFD \ OD W«FQLFD XWLOL]DGDV HQ ORV FRQMXQWRV H[WHULRUHV IUHQWH D OR
que encontramos en la parte más profunda de las cavidades, también encontramos 






de vista estilístico y temático pero de menor tamaño que las del inicio de la Galería B. 
En La Pasiega C la mayor parte de representaciones está localizada en el área iluminada 
SRU OD OX] QDWXUDO \ OD SHQXPEUD SRU OR TXH OD UXSWXUD HVPDQLᚏHVWD HQ OD GHQVLGDG GH
UHSUHVHQWDFLRQHV IXHUD GH HVWH HMH FHQWUDO GH OD FDYLGDG3RU RWUR ODGR OD WHP£WLFD \ OD
técnica de las representaciones es similar entre las que se localizan en el área de penumbra 
y los paneles adyacentes. 
(Q&KXI¯QODUXSWXUDW«FQLFDHQWUHHOFRQMXQWRH[WHULRU\HOLQWHULRUHVPX\HYLGHQWH0LHQWUDV
que en el exterior solo encontramos grabado, en el interior encontramos una combinación 
GHDPERVFRUUHVSRQGLHQWHVDGLYHUVDVFURQRORJ¯DV/RVWHPDVPX\OLPLWDGRVHQHOFRQMXQWR
H[WHULRUUHGXFLGRVDUHSUHVHQWDFLRQHVGHFLHUYDV\XQELVRQWHHQHOLQWHULRUSRURWURODGR
encontramos abundantes signos compuestos, representaciones antropomorfas y algunas 
UHSUHVHQWDFLRQHVDQLPDOHVSHURQRGHFLHUYDVGLEXMDGRVHQURMR\JUDEDGRVHQWUD]RᚏQR
Solo tenemos un panel que se puede paralelizar con el exterior, uno de los paneles de 
JUDEDGRVGHOFRQMXQWRORFDOL]DGRHQODFRUQLVDVXSHULRUHQHOTXHVHUHSUHVHQWDQELVRQWHV
con grabado profundo que se pueden paralelizar al estilo del grabado en el exterior. La 
VXSHUSRVLFLµQGHODVᚏJXUDVHVW£OLPLWDGDDHVWHFDVR\HQFRQFUHWRDORVSDQHOHVH[WHULRUHV
KHFKR TXH VH UHSLWH HQ ORV GLIHUHQWHV SDQHOHV GH ORV FRQMXQWRV ᚏJXUDWLYRVPHQFLRQDGRV
más arriba y que podría ser indicativo de una función o uso particular de este tipo de grafías 
TXHVHGLVWULEX\HQHQXQ£UHDJHRJU£ᚏFDPX\FRQFUHWD OLPLWDGDD OD UHJLµQFDQW£EULFD\
que aparentemente forman parte de una tradición cultural que parece cronológicamente 






(Q ORV GRV SULPHURV FDVRV YHPRV XQ FRQMXQWR GH UHSUHVHQWDFLRQHV PX\ SUµ[LPR D XQ
\DFLPLHQWRGHKDELWDFLµQ6XVUHSUHVHQWDFLRQHVIXHURQHMHFXWDGDVSUREDEOHPHQWHEDMRXQD
misma tradición. En los dos últimos casos, Chufín y La Pasiega, vemos una complementariedad 
de representaciones de varias tradiciones culturales, tanto Premagdalenienses como 
Magdalenienses. Hemos de destacar que las representaciones magdalenienses de La 
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Pasiega se sitúan en zonas que se podrían considerar de penumbra y que dependiendo de 
ODOX]SUHVHQWHHQHOH[WHULRUHVSRVLEOHTXHQHFHVLWDVHQXQDIXHQWHGHOX]DUWLᚏFLDOSDUDVHU
REVHUYDGDVPLHQWUDVTXHORVFRQMXQWRV3UHPDJGDOHQLHQVHVVHHQFXHQWUDQHQ£UHDVWDQWR





uso de áreas próximas a la entrada de luz no parece tan frecuente durante el Magdaleniense. 
No obstante, consideramos que esta problemática que planteamos no queda demostrada 
KDVWDTXHQRVHDQDOLFHQP£VFRQMXQWRVFRQUHSUHVHQWDFLRQHVMXQWRDODHQWUDGD
/DUHODWLYDLQIUHFXHQFLDGHHVWHWLSRGHFRQMXQWRVSXHGHUHVSRQGHUP£VDODFRQVHUYDFLµQ
GHᚏFLHQWHGH UHSUHVHQWDFLRQHVGHELGRD ODVFRQGLFLRQHVFOLP£WLFDVTXHD ODDXVHQFLDGH
utilización de las áreas próximas a lugares de habitación. Incluso la propia tradición de no 
prospectar estas áreas exteriores puede condicionar el conocimiento actual. 
Los análisis llevados a cabo en torno a la cronología y la territorialidad sobre el grabado 
profundo exterior cantábrico nos han permitido descartar las teorías propuestas por Leroi-
Gourhan (1965) en las que se abogaba por una progresiva conquista del interior de las 
FDYLGDGHVSUHFHGLGDSRUXQDIDVHHQODTXHODHMHFXFLµQJU£ᚏFDVHOLPLWDEDDOH[WHULRUGH
las cavidades. Las propuestas cronológicas de Fortea (FORTEA, 1994, 2000), analizadas 
en profundidad por Hernando (HERNANDO-ÁLVAREZ, 2011, 2014), indican que esta 
SURJUHVLYD ಯFRQTXLVWDರ QR IXH WDO VLQR TXH HO XVR GH ODV FDYLGDGHV FRQ ᚏQHV JU£ᚏFRV \
simbólicos en su interior y exterior es un fenómeno paralelo. 
$XQTXH)RUWHDVHFHQWUµHQHODQ£OLVLVFURQROµJLFRGHODVH[SUHVLRQHVJU£ᚏFDVH[WHULRUHVGHO
£UHDGHO1DOµQV¯TXHUHᚐH[LRQµHQDOJXQDVRFDVLRQHVDFHUFDGHOVLJQLᚏFDGRRODIXQFLµQ
del arte exterior. A partir del análisis temático y espacial llega a la conclusión de que lo 
interior y lo exterior “funcionaban igual” (FORTEA, 1994, p. 216). 
Clottes (1997) es uno de los pocos que evalúa la misma problemática de este apartado. 
Analiza los casos de arte de luz y arte de las profundidades en Francia donde llega a la 
conclusión que el arte en la entrada de cuevas o abrigos es poco menos frecuente que 
en el interior de cavidades (42,5% frente a 57,7%). Desde el punto de vista cronológico 




el arte de las profundidades. 
El estudio de Balbín-Behrmann y Alcolea (1999) es el más próximo en el análisis de la 
WHP£WLFDGHHVWH WUDEDMR(Q«ODQDOL]DQ ODVFRUULHQWHVGH LQWHUSUHWDFLµQGHO FRQFHSWRGH
“santuario” de Leroi-Gourhan cuestionándolas, y llevando a cabo un inventario de cavidades 
de la Región Cantábrica en las que el hábitat está muy próximo a las grafías: La Pasiega, 
Altamira, Tito Bustillo, La Lluera, El Conde, Las Caldas, Molín, La Viña, La Cuevona, 
Cueto de la Mina, Coimbre, Castillo, Fuente del Salín, Chufín, Peña del Perro, Hornos de 
la Peña, La Haza y La Garma. Critican la interpretación exclusivamente religiosa de las 
representaciones paleolíticas argumentando que todo aquello que nos resulta desconocido 
es algún tipo de comportamiento relacionado con lo votivo, mítico o las creencias. La religión 
no puede explicar todas las formas del arte y los comportamientos humanos creativos. El 
concepto de santuario que propusieron Laming-Emperaire y Leroi-Gourhan se basan en ello 
y tiene un carácter muy reduccionista. Proponen que las representaciones prehistóricas son 
XQYHK¯FXORGHFRPXQLFDFLµQGHGLYHUVRVPHQVDMHVGHGLIHUHQWHQDWXUDOH]D
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La interpretación del uso de este tipo de representaciones pasa por analizar las características 
de los contextos en los que se localizan. En el caso de Chufín nos encontramos con un 
YHVW¯EXOR PX\ DPSOLR XWLOL]DGR FRPR OXJDU GH KDELWDFLµQ HO HVSDFLR P2) permitiría 
DOEHUJDU XQ JUXSR GH JHQWH DPSOLR TXH VL ELHQ QR HVWXYR SUHVHQWH GXUDQWH OD HMHFXFLµQ
GH ODVJUDI¯DVHOKHFKRGHTXHVH ORFDOLFH LQPHGLDWDPHQWH MXQWRDOHVSDFLRKDELWDFLRQDO
VLJQLᚏFDTXHWRGRVORVPLHPEURVGHOJUXSRSRGU¯DQDFFHGHUDODYLVXDOL]DFLµQGHODVJUDI¯DV
En el caso de Pondra también contamos con un importante espacio (400 m2) en el que 
probablemente habitasen grupos humanos del Paleolítico superior, aunque no podemos ser 
P£VHVSHF¯ᚏFRVHQHVWHSXQWRKDVWDTXHVHOOHYHQDFDERP£VLQYHVWLJDFLRQHVDOUHVSHFWR




similares, como La Viña con una estratigrafía correspondiente a varias fases en un espacio 
amplio que podría albergar grandes cantidades de gente. Espacialmente más reducidos, 
SHURVLPLODUHVGHVGHHOSXQWRGHYLVWDHVWLO¯VWLFRWHP£WLFR\W«FQLFR\VLWXDGRVMXQWRDXQ
importante yacimiento, están La Lluera, Entrefoces y Santo Adriano. 
Por otro lado están las representaciones de La Pasiega en las que no tenemos constancia 
absoluta de la presencia de un lugar de habitación “denso y reiterado”, y el espacio en el que 
VHORFDOL]DURQODVᚏJXUDVHVPXFKRPHQRUTXHHQORVGRVFDVRVSUHYLRVP2 en el caso de 
Pasiega B y 34 m2 en Pasiega C) restringiendo potencialmente el número de personas que 
llevaron a cabo las representaciones. Además si el lugar no constituía un lugar de habitación 
el acceso podía estar restringido a determinados miembros del grupo, pudiendo indicar 
diferencias sociales. Similar a este caso son los de La Haza y Danbolinzulo, que cuentan 
con espacios más restringidos aunque desconocemos si eran espacios de habitación debido 




Hemos registrado una serie de variables correspondientes para cada una de las unidades 
WRSRJU£ᚏFDV TXH KHPRV DQDOL]DGR HQ ODV GLIHUHQWHV FDYLGDGHV HVWXGLDGDV (VWDV VRQ OD
distancia de la entrada, el tipo de itinerario, el tipo de progresión y las formas de progresión 
(los movimientos obligatorios para alcanzar una determinada unidad). Estas variables las 
DQDOL]DUHPRVGHVGHHOSXQWRGHYLVWDJHQHUDOSDUDFDGDXQDGHODVXQLGDGHVWRSRJU£ᚏFDV
añadiendo la variable cronológica. 
Las cavidades analizadas no son muy profundas (Fig. 15.56). En la tabla hemos incluido 
las profundidades máximas y el punto en el que se ha llevado a cabo la última grafía. La 
profundidad máxima de la cueva de El Linar se desconoce porque no ha sido explorada 
en su integridad. Las Monedas se ha explorado por completo, pero hay galerías que no 
KDQVLGR WRSRJUDᚏDGDVSRU ORTXHGHVFRQRFHPRVHOGHVDUUROORFRPSOHWR ODSURIXQGLGDG
P£[LPDFRQRFLGDVRQP(QHOFDVRGH&KXI¯QWDPSRFRVHKDQWRSRJUDᚏDGRODVJDOHU¯DV
localizadas al otro lado del lago interior. En las cavidades de Covalanas, Covaciella, La 
Pasiega, Chimeneas y Pondra la decoración llega hasta puntos muy profundos, prácticamente 
KDVWDHOᚏQDOGHODFDYLGDG(QORVFDVRVGH/DV0RQHGDV\(O/LQDUODGHFRUDFLµQVHVLW¼D
muy cerca de la entrada y son  cavidades con un importante desarrollo.
/RV UHFRUULGRVSRUXQLGDG WRSRJU£ᚏFD VHKDQGHᚏQLGRPD\RULWDULDPHQWH FRPRFRUWRV /D
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distribución es similar por cronologías, con el 
33% correspondiente al Premagdaleniense 
y al Magdaleniense respectivamente. Las 
XQLGDGHVWRSRJU£ᚏFDVFRQSDQHOHVGHYDULDV
cronologías se localizan en áreas de nulo y 
FRUWRUHFRUULGR/DVXQLGDGHVWRSRJU£ᚏFDVGH
recorrido nulo constituyen menos del 10%, 
con un 2% de época premagdaleniense 
y un 4% de ambas fases. Las unidades 
WRSRJU£ᚏFDV ORFDOL]DGDV HQ SXQWRV FRQ
recorrido largo también son relativamente 
escasas, con menos del 10%, un 2% 
correspondiente al Premagdaleniense y un 7 
% al Magdaleniense (Fig. 15.57).
Al analizar la distancia en metros del itinerario recorrido para alcanzar cada una de las 
XQLGDGHVWRSRJU£ᚏFDVHQUHODFLµQDODFURQRORJ¯DHQFRQWUDPRVOHYHVGLIHUHQFLDV'XUDQWHHO
Premagdaleniense las grafías se localizan desde el comienzo de la cavidad (0 m) hasta áreas 
SURIXQGDVPVLQHPEDUJRHQODPD\RU¯DGHORVFDVRVODGHFRUDFLµQFRPLHQ]DHQWRUQRD
los 22 m de la entrada hasta los 75 m aunque la mediana indica disimetría, situándose en los 
PLQGLFDQGRTXHODPLWDGGHODVXQLGDGHVWRSRJU£ᚏFDVSUHPDJGDOHQLHQVHVVHORFDOL]DQ
HQWUH\P(QHOFDVRGHODVXQLGDGHVWRSRJU£ᚏFDVFODVLᚏFDGDVFRPR0DJGDOHQLHQVHVOD
distribución no comienza hasta los 10 m de la entrada, alcanzando las áreas más profundas 
registradas (115 m). La mayoría se concentra entre 35 y 72 m, con una ligera disimetría 
puesto que la mediana se sitúa en los 48 m, indicando que existe una preferencia mayor por 
£UHDVP£VSURIXQGDVTXHGXUDQWHHO3UHPDJGDOHQLHQVH/DV8QLGDGHV7RSRJU£ᚏFDVHQODV
Fig. 15.56. Profundidad de las cuevas estudiadas y punto 
en el que se localiza la última grafía
Fig.15.57. Pasiega C: Distancia a la entrada
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que se combinan grafías de las 
dos fases se distribuyen entre 
\PHOVHJXQGRFXDUWLOGD
comienzo en torno a los 8 m y 
alcanza los 46 m, y la mediana 
está en los 28 m indicando una 
preferencia por las áreas más 
exteriores de la cavidad. No 
existen valores atípicos en el 
JU£ᚏFR(Fig. 15.58).
La distancia en relación a la 
localización en el itinerario 
principal o en áreas secundarias 
de las cavidades es similar. 
En las áreas primarias la 
decoración da comienzo a 0 m, 
MXQWR D OD HQWUDGD DOFDQ]DQGR
los puntos más profundos 
registrados (115 m). El segundo 
cuartil da comienzo en torno a los 
22 m y la mediana es a los 48 m, indicando una ligera predilección por áreas más cercanas 
a la entrada, aunque la distribución es bastante simétrica, indicando una preferencia por las 
áreas intermedias. El tercer cuartil termina en torno a 61 m marcando la mayor distribución 
entre 22 y 61 m.  
En puntos secundarios la decoración da comienzo a los 5 m de la entrada hasta 





(Q ODPLVPD O¯QHDHVW£HO WLSRGHHVSDFLR/RVFRQMXQWRVGHHVSDFLRDELHUWRVH ORFDOL]DQ
entre 0 y 115 m con una mayor frecuencia entre 22 y 63 m y la mediana en torno a 45 m, 
indicando una cierta simetría y una preferencia por las áreas intermedias de la cavidad. 
Los localizados en espacios restringidos no dan comienzo hasta 8 m y alcanzan los 90 
PHOVHJXQGR\HOWHUFHUFXDUWLOVHVLW¼DQHQWUHP\PFRQODPHGLDQDHQWRUQRDORV
33 m indicando una ligera diferencia en relación a los espacios secundarios, que fueron 
decorados en un margen espacial más amplio aunque también con preferencia por las áreas 
intermedias de la cavidad (Fig. 15.59).
(QUHODFLµQDODSURJUHVLµQORVFRQMXQWRVGHI£FLOWU£QVLWRVHGLVWULEX\HQDORODUJRGHWRGD
OD ORQJLWXG GH ODV FDYLGDGHV HQWUH  \  P 6LQ HPEDUJR ODV XQLGDGHV WRSRJU£ᚏFDV
FODVLᚏFDGDVFRPRGHDFFHVRLQWHUPHGLRVHORFDOL]DQHQWUH\PDXQTXHHQODPD\RU¯D
de casos se localizan entre 45 y 62 m. La mediana se sitúa a 53 m indicando una distribución 
prácticamente simétrica entre el segundo y tercer cuartil, aunque la distribución general 
indica una preferencia por profundidades mayores (Fig. 15.60).
La progresión por la cavidad se caracteriza como sencilla en un 84,3% de los casos: un 
29,4% corresponden al Premagdaleniense, un 31,4% al Magdaleniense, un 21,6% a una 
FRPELQDFLµQGHDPEDVFURQRORJ¯DV\ᚏQDOPHQWHXQDFURQRORJ¯DVGHVFRQRFLGDV+HPRV
FDUDFWHUL]DGRFRPRSURJUHVLµQGHGLᚏFXOWDGLQWHUPHGLDHOGHORVFDVRVFRQXQ
respectivamente correspondientes al Premagdaleniense y al Magdaleniense, y un 3,9% de 





Si analizamos el tipo de movimientos necesarios para progresar por las unidades 
WRSRJU£ᚏFDVORP£VIUHFXHQWHHVHOWU£QVLWRHQSRVLFLµQHUJXLGDFRQXQGHORVFDVRV
seguido de “erguido y trepando” con un 15,7%, “erguido e inclinado” (13,7%) y “erguido, 
DUUDVWU£QGRVH\WUHSDQGRರ(OUHVWRFRQVWLWX\HXQSRUFHQWDMHSHTXH³RಯHUJXLGR\
reptando” y “erguido, en cuclillas y reptando” (3,9% respectivamente), “en cuclillas y de 
rodillas”, “erguido, de rodillas y trepando”, “erguido, reptando y en cuclillas” y “erguido, 
inclinado y de rodillas” cada uno con un 2%. Esta distribución nos permite deducir que 
en general el tránsito es sencillo, en la mayor parte de los casos con un único tipo de 
movimiento (caminando) (20 casos), mientras que los siguientes en frecuencia son 
combinando dos movimientos, en general erguido con algún otro tipo (inclinado o trepando) 
(20 casos). La combinación de tres movimientos o más solo acumula 11 casos (Fig. 15.61). 
/DVXQLGDGHV WRSRJU£ᚏFDVGHSURJUHVLµQVHQFLOOD VH ORFDOL]DQ WDQWRHQ]RQDVGH WU£QVLWR
principal como en áreas secundarias (43,1% y 41,2% respectivamente). Las de progresión 
FDUDFWHUL]DGD FRPR GH GLᚏFXOWDG LQWHUPHGLD VH ORFDOL]DQ SUHIHUHQWHPHQWH HQ £UHDV
secundarias (11,8%) frente a las principales (3,9%) (Fig. 15.62).
Analizando la progresión y el recorrido por cueva tenemos una variedad de situaciones. En 
)LJ'LVWDQFLDGHVGHODHQWUDGDDODVXQLGDGHVWRSRJU£ᚏFDVPSRUORFDOL]DFLµQL]T\SRUWLSRGHHVSDFLRGHU
)LJ'LVWDQFLDGHVGH ODHQWUDGDKDVWD ODVXQLGDGHV WRSRJU£ᚏFDVPSRU WLSRGHSURJUHVLµQL]T\ WLSRGHSUR-
gresión por cronologías (der.)
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la cueva de Las Monedas el 
recorrido hasta la única unidad 
WRSRJU£ᚏFDHVFRUWRVHSXHGH
transitar en posición erguida y 
se caracteriza como sencillo. 
En El Linar el recorrido también 
es corto y sencillo, aunque para 
alcanzar el área decorada es 
necesario caminar en posición 
erguida, arrastrarse y avanzar 
en cuclillas. En La Pasiega 
ODV XQLGDGHV WRSRJU£ᚏFDV
se localizan en puntos muy 
cercanos a la entrada y de 
trayecto corto, la progresión 
se caracteriza como sencilla 
para algunas UT e intermedio 
en otras, y los movimientos 
TXHKD\TXHKDFHUHQFRQMXQWR
incluyen caminar en posición erguida, arrastrarse y caminar en cuclillas o de rodillas. En 
3RQGUD ODV XQLGDGHV WRSRJU£ᚏFDV VH ORFDOL]DQ HQWUH SXQWRV GH WUD\HFWR FRUWR \ ODUJR OD
progresión es sencilla pero incluye trepar y arrastrarse además de caminar erguido. En Las 
&KLPHQHDVODVXQLGDGHVWRSRJU£ᚏFDVVHHQFXHQWUDQDXQDGLVWDQFLDHQWUHFRUWD\ODUJD\HO
tránsito es sencillo incluyendo caminar erguido, inclinado y arrodillarse para acceder a alguna 
de las unidades. En Covalanas el tránsito por el interior de la cueva es corto y sencillo, y la 
PD\RUSDUWHGHOUHFRUULGRVHKDFHHQSRVLFLµQHUJXLGDSHURHQDOJXQDVXQLGDGHVWRSRJU£ᚏFDV
es necesario trepar o arrastrarse. En Chufín el trayecto es entre nulo y corto, se caracteriza 
FRPRVHQFLOORHLQWHUPHGLRHQDOJXQDV£UHDVHOWU£QVLWRJHQHUDOVHSXHGHKDFHUHQSRVLFLµQ
erguida con la excepción del área de entrada a la zona oscura en la que hay que caminar 
de rodillas o en cuclillas, para acceder a determinados paneles en el interior es necesario 
trepar. Finalmente, en La Covaciella el trayecto es sencillo, corto y se transita íntegramente 
en posición erguida.
/DV XQLGDGHV WRSRJU£ᚏFDV
FODVLᚏFDGDV FRPR GH DFFHVR GH
GLᚏFXOWDG LQWHUPHGLD VH ORFDOL]DQ
en la cueva de La Pasiega en 
las galerías B, C y D (B.VII, 
',999,9,,9,,, &,; \ HQ OD
cueva de Chufín (III). Además 
de éstas algunas unidades 
WRSRJU£ᚏFDV GH 3RQGUD ,,
Covalanas (II) y otras de La 
Pasiega (B.VI \ 9,, &,99,,
D.III) requieren trepar, y otras 
de El Linar (I y II), La Pasiega 
(B.VIII, A.II) Covalanas (III) 
arrastrarse. En estos casos el 
WU£QVLWR VH KD FODVLᚏFDGR FRPR
sencillo, permitiendo transitar a 
casi cualquier tipo de persona, 
pero probablemente en grupos de 
Fig.15.61. Tipos de movimiento utilizados para alcanzar las unidades topográ-
ᚏFDV
Fig.15.62 Caracterización de la progresión por tipo de localización
Blanca Ochoa Fraile
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menor tamaño o de forma individual.
El tránsito o el recorrido necesario para alcanzar las profundidades decoradas de las cuevas 
con arte paleolítico es algo que se comenta de forma breve en las monografías de las 
cavidades estudiadas. Sin embargo, apenas existen estudios que sistematicen esta categoría 
que es de importancia capital a la hora analizar la selección del espacio cavernario. Solo 
FRQWDPRVKDVWDODIHFKDFRQORVWUDEDMRVGH5RX]DXG/H*XLOORX
y Pastoors y Weniger (2011), en los que se propone una metodología de análisis para esta 
categoría.
A partir de estos análisis podemos concluir que el tránsito y la progresión por las cavidades 
analizadas eran en general sencillos con algunas excepciones puntuales. Las únicas 




técnicas de iluminación en el interior, como ya demostró Rouzaud (1978) para las cavidades 
de los Pirineos franceses. Teóricamente, y sin tener en cuenta el espacio disponible en las 
diferentes zonas, tema que trataremos más adelante, prácticamente todos los miembros del 
JUXSRSRGU¯DQDFFHGHUSRWHQFLDOPHQWHDODPD\RUSDUWHGHODVXQLGDGHVWRSRJU£ᚏFDVGHODV
cavidades analizadas, dado que no representan un problema desde el punto de vista de la 
accesibilidad.
6HOHFFLyQGHHVSDFLRV\GHQVLGDGGHFRUDWLYD
La selección de diferentes espacios ha sido tratada en la literatura con frecuencia desde 
que Max Raphaël (1986-reedición, original 1945) plantease la importancia del contexto en 
HOTXHVHHMHFXWDURQODVJUDI¯DV/HURL*RXUKDQFUHµXQDPHWRGRORJ¯D
GHDQ£OLVLVHVWUXFWXUDOLVWDHQODTXHHOHVSDFLRMXJDEDXQDLPSRUWDQWHIXQFLµQDXQTXHVX
aproximación fue criticada por la rigidez de los espacios frente a una realidad más dinámica, 
VXLPSRUWDQFLDHVFDSLWDOHQHVWHWLSRGHHVWXGLRVSXHVODFXHYDSDVDDVHUHOHMHSULQFLSDO
a partir del que genera la teoría. Las diferentes aproximaciones que han llevado a cabo 
QXPHURVRVDXWRUHVHQWRUQRDHVWHWHPDSHM9,$/286:$57=	+85/%877
/25%/$1&+(7+(5$6%$+16721(	%$+1KDQHQULTXHFLGR
el panorama de investigación, permitiendo generar nuevas propuestas que se integran en 
JUDQPHGLGDHQHVWHWUDEDMR
Los espacios localizados en áreas del recorrido principal de la cavidad corresponden 
equitativamente al Premagdaleniense, el Magdaleniense y a una combinación de ambos 
 UHVSHFWLYDPHQWH FRQVWLWX\HQ HQWUH ORV WUHV HQ WRUQR DO  GH ORV HVSDFLRV
PLHQWUDVTXHORVORFDOL]DGRVHQSXQWRVVHFXQGDULRVFRQVWLWX\HQODRWUDPLWDGGHOFRQMXQWR
En los secundarios se puede ver una ligerísima mayor frecuencia del Magdaleniense frente 
DO3UHPDJGDOHQLHQVHFRQ\UHVSHFWLYDPHQWHODFRPELQDFLµQGHSDQHOHVGH
ODVGRVFURQRORJ¯DVGLVPLQX\HHQIUHFXHQFLDHQORVHVSDFLRVGHFDU£FWHUVHFXQGDULR
además contamos con un 2% cuya cronología es desconocida (Fig. 15.63). Esto estaría 
en relación con una mayor frecuencia relativa de la localización de grafías en espacios 
restringidos durante el Magdaleniense. Los espacios en el recorrido principal son más 
susceptibles de albergar grafías de una cronología más amplia. Una posible interpretación 
GHHVWHKHFKRHVTXHVRQ]RQDVP£VWUDQVLWDGDVTXHODVVHFXQGDULDVUHVSHFWRDOHMHSULQFLSDO
del recorrido. No parece existir, a través del estudio de nuestro corpus, una preferencia 
taxativa por el tipo de espacio en relación a la cronología. 
6LDQDOL]DPRVORVHVSDFLRVGHVGHHOSXQWRGHYLVWDGHODVHOHFFLµQWRSRJU£ᚏFDDTXHOORVHQ
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el recorrido principal 
de la cavidad son 
m a y o r i t a r i a m e n t e 
galerías (31,4%) 
seguidos de salas 
 \ ᚏQDOPHQWH
con una frecuencia 
PX\EDMDQLFKRV




en galerías estrechas 
(19,6%) seguidas de 
salas (13,7%), galerías 
(11,8%), nichos (5,9%) 
\ ᚏQDOPHQWH JDWHUDV
(2%) (Fig. 2). Los 
espacios principales 
se solapan a aquellos 
utilizados en áreas 
secundarias, aunque 
estos son mucho 
más variados. Si comparamos esto con los resultados obtenidos en el histograma en el 
que se combinan las variables de localización y espacio disponible, observamos que las 
XQLGDGHVWRSRJU£ᚏFDVHQ]RQDVVHFXQGDULDVVRQJHQHUDOPHQWHGHWDPD³RPX\UHGXFLGR
FRQFHQWU£QGRVHWRGRVHQHOODGRL]TXLHUGRGHODJU£ᚏFDODPHGLDQRVLQGLFDTXHORVHVSDFLRV
secundarios se sitúan en espacios torno a los 9,23 m2. Por otro lado hay un contraste 
muy importante en los espacios localizados en el recorrido principal de la cavidad, que 
se distribuyen entre espacios de tamaño pequeño llegando incluso a superar los 600 m2, 
aunque la media se sitúa en 119,67 m2 –con una gran desviación típica– indicando una 
preferencia por espacios de tamaño pequeño-mediano (Fig. 15.64). 
(VWRV GDWRV QRV LQGLFDQ TXH ODV XQLGDGHV WRSRJU£ᚏFDV GH FDU£FWHU VHFXQGDULR VRQ HQ
JHQHUDOGHPHQRU WDPD³RTXH ODV ORFDOL]DGDVHQHOHMHSULQFLSDOGH ODFXHYDDXQTXH OD
WLSRORJ¯DLQGLFDSRFDYDULDELOLGDGHQODFODVLᚏFDFLµQ0LHQWUDVHQHOHMHSULQFLSDOODVJUDI¯DVVH
localizan, prácticamente, en dos tipos diferentes de espacios –galerías o salas– en espacios 
secundarios aumentan los tipos seleccionados añadiéndose galerías estrechas, nichos y 
gateras. 
8QDFDWHJRU¯DTXHQRKHPRVUHᚐHMDGRHQQXHVWUDEDVHGHGDWRVVRQHVSDFLRVDORVTXHVROR
se puede acceder a través de zonas secundarias. No es algo muy frecuente y solo lo hemos 
UHJLVWUDGRHQ/D3DVLHJDHQODJDOHU¯D%HQODVXQLGDGHVWRSRJU£ᚏFDV\HQODJDOHU¯D'
HQODXQLGDGWRSRJU£ᚏFD\HQODJDOHU¯D&HQODVXQLGDGHVWRSRJU£ᚏFDV\/DV
unidades mencionadas de las galerías B y D son espacios de muy pequeño tamaño y en 
algunos casos de entrada complicada. En el caso de la Galería C se trata de las unidades 
WRSRJU£ᚏFDVORFDOL]DGDVHQHO£UHDODEHU¯QWLFDGHODFDYLGDGSDUWHTXHLQWHUFRQHFWDFRQOD











utilizado con el 43,1% del total. El siguiente tipo en frecuencia es la sala con un 27,5% de las 
XQLGDGHVWRSRJU£ᚏFDVVXXVRHVP£VIUHFXHQWHGXUDQWHHO0DJGDOHQLHQVHFRQXQGHO
total, mientras que durante el Premagdaleniense el uso de las salas solo constituye un 7,8%. 
La reutilización de los espacios durante largos periodos es menor en las salas, disminuyendo 
hasta un 5,9% del total. Las galerías estrechas se utilizan con mayor frecuencia durante el 
Premagdaleniense (7,8%) y en una combinación Premagdaleniense y Magdaleniense (7,8%), 
pero el uso exclusivo durante el Magdaleniense es muy reducido (2%). La única unidad 
WRSRJU£ᚏFDGHFURQRORJ¯DGHVFRQRFLGDVHORFDOL]DHQXQDJDOHU¯DHVWUHFKD)LQDOPHQWH
ORVHVSDFLRVWRSRJU£ᚏFRVPHQRVXWLOL]DGRVVRQORVQLFKRV\ODVJDWHUDVORVQLFKRVVHXWLOL]DQ
durante el Magdaleniense (7,8%) mientras que en el Premagdaleniense hay un único caso 
(2%), y no hay paneles en los que se combinen varias cronologías. Solo hemos registrado 
un único caso en nuestro corpus situado en una gatera y corresponde a una cronología 
Premagdaleniense (2%) 
(Fig. 15.65).
Si analizamos los 
espacios desde el punto 
de vista del espacio 
disponible observamos 
de nuevo que se 
acumulan en el lado 
izquierdo del histograma. 
La mayoría de espacios 
son menores a 50 m2, a 
partir de ese punto hasta 
superar los 600 m2, los 
únicos tipos utilizados 
son galerías y salas. 
Las galerías estrechas 
constituyen un 10% de 
los espacios entre 0,1 
y 50 m2 con la media 
situada en 5,11 m2\HQ
)LJ/RFDOL]DFLµQGHODVXQLGDGHVWRSRJU£ᚏFDVSRUWLSRGH£UHDWRSRJU£ᚏFDL]T\HVSDFLRGLVSRQLEOHGHU
)LJ7LSRGHHVSDFLRWRSRJU£ᚏFDSRUFURQRORJ¯DV
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las gateras, con un único espacio, se reduce a 3,5 m2. Los nichos constituyen algo menos del 
10% y la media se encuentra en 4,9 m2, por lo que también se caracterizan por ser espacios 
pequeños. Finalmente, las categorías más abundantes en este rango son las salas y las 
JDOHU¯DVHVWDV¼OWLPDVFRQVWLWX\HQP£VGHOHQHVWRVHVSDFLRVHQWUH\P2 y las salas 
HQWRUQRDXQODPHGLDGH«VWDVQRHVPX\VLJQLᚏFDWLYDGDGRTXHVHYHDIHFWDGDSRUOD
presencia de los grandes espacios y presenta una desviación típica muy amplia en ambos 
casos. A partir de 50 m2 disminuye sustancialmente el número de casos sin superar el 5%. 
Entre 50 y 100 m2 lo más frecuente son las galerías con en torno al 5% y apenas un 2% de 
VDODVVLQHPEDUJRHQWUH\P2 hay un 4% de salas. Entre 200 y 400 m2 apenas hay 
FXDWURXQLGDGHVWRSRJU£ᚏFDVGRVHQWUH\P2 (ambas galerías), una entre 250 y 300 
m2, en este caso una sala, y otra entre 300 y 350 m2, galería. Finalmente entre 400 y 650 m2 
KD\GRVXQLGDGHVWRSRJU£ᚏFDVDPEDVFRQVWLWXLGDVSRUJDOHU¯DV)LJ
A partir de estos datos podemos concluir que se preferían espacios de pequeño y mediano 
WDPD³RGHWRGRVORVWLSRV/RVHVSDFLRVTXHVHSXHGHQFODVLᚏFDUFRPRJUDQGHVVHORFDOL]DQ
exclusivamente en galerías y salas. A partir de 100 m2 solo tenemos espacios en las 
FDYLGDGHVGH3RQGUDWRGDVVXVXQLGDGHVWRSRJU£ᚏFDV/DV&KLPHQHDV87\&KXI¯Q
87\ \&RYDODQDV 87 HQ WRGRV ORV FDVRVVH ORFDOL]DQHQHVSDFLRVGHO UHFRUULGR
SULQFLSDOGHODFXHYD\ODGHQVLGDGSLFWµULFDYDU¯DVLHQGREDMDHQODVXQLGDGHVWRSRJU£ᚏFDV
GH3RQGUD\&RYDODQDV\ODGH&KXI¯Q(QJHQHUDOODEDMDIUHFXHQFLDGHGHFRUDFLµQHQ
espacios grandes se debe a que las cuevas seleccionadas en general son de pequeño-
mediano tamaño. 
'HVGH HO SXQWR GH YLVWD LQWHUSUHWDWLYR SRGU¯DPRV GHFLU TXH ODV XQLGDGHV WRSRJU£ᚏFDV
ORFDOL]DGDVHQVDODVRJDOHU¯DVHVWUHFKDV WHQGU¯DQXQDPHMRUYLVLELOLGDGVREUH WRGRVLVH
localizan en el recorrido principal de la cavidad. La concentración de los paneles en espacios 
de menor tamaño ayudaría 
a la visibilidad durante 
el tránsito, aunque no 
permitiría la entrada de un 
número grande de personas. 
Por otro lado, las localizadas 
en lugares de menor tamaño 
son menos frecuentes y 
cuentan con un número 
menor de grafías en general, 
indicando posiblemente 
un menor interés por la 
visibilidad. 
La densidad decorativa de 
ORV FRQMXQWRV DQDOL]DGRV
WDPEL«Q HV VLJQLᚏFDWLYD HQ
relación a la disposición 
GH ORV FRQMXQWRV SRU OR
que vamos a analizarla de 
manera aislada y en relación 
al tipo de espacio seleccionado así como por cronologías. 
(OKLVWRJUDPDGHGLVWULEXFLµQGHOQ¼PHURGHSDQHOHVSRUXQLGDGWRSRJU£ᚏFDQRVLQGLFDXQD
SUHIHUHQFLDSRUXQQ¼PHURPHQRUGHSDQHOHV$SUR[LPDGDPHQWHHOGHOFRQMXQWRWLHQH









la dispersión normal alcanza los cinco paneles con una única excepción con 12 paneles 
(La Pasiega A). Los magdalenienses presentan una mayor amplitud, aunque la mediana 
se sitúa también en torno a 2, la dispersión comienza en uno hasta llegar a los 7, y el 
WHUFHUFXDUWLOVHVLW¼DHQFLQFRSDQHOHVPDUFDQGRODPD\RUIUHFXHQFLDHQWUH\XQD¼QLFD
XQLGDGWRSRJU£ᚏFDFXHQWDFRQSDQHOHV/DV0RQHGDV87/DVXQLGDGHVWRSRJU£ᚏFDV
con grafías tanto premagdalenienses como magdalenienses se distribuyen también entre 
XQR\RQFHDXQTXHODPD\RUGLVSHUVLµQVHGHᚏQHHQWUHWUHV\VLHWHFRQODPHGLDQDHQFLQFR
)LJXQDXQLGDGWRSRJU£ᚏFDFXHQWDFRQSDQHOHV/D3DVLHJD&
Si analizamos el 
número de grafías por 
panel los resultados se 
DVHPHMDQ HQ IRUPDWR
a los correspondientes 
a panel. El número de 
XQLGDGHV JU£ᚏFDV SRU
FDGD XQLGDG WRSRJU£ᚏFD
HV UHODWLYDPHQWH EDMR OD
mayoría de ellas tienen 
menos de cinco grafías por 
XQLGDG WRSRJU£ᚏFD 
y el número disminuye 
drásticamente a partir 
de aproximadamente 
 JUDI¯DV (Q FRQMXQWR
en torno al 70% de las 
XQLGDGHVWRSRJU£ᚏFDVWLHQH
entre una y 15 grafías. La 
media, a pesar de la amplia 
desviación típica, se sitúa 
en torno a 14,16 grafías. El número disminuye progresivamente y a partir de treinta grafías 
VRORWHQHPRVHQWRUQRDXQLGDGHVWRSRJU£ᚏFDV'HVWDFDQSRUVXQ¼PHURDEXQGDQWHGH
JUDI¯DV ODVXQLGDGHV WRSRJU£ᚏFDV
A.1, 3, y C.1 de La Pasiega con 
más de 50 grafías (Fig. 15.69). 
Si analizamos los resultados por 
cronologías nos encontramos 
TXH ODV XQLGDGHV WRSRJU£ᚏFDV
premagdalenienses tienen en 
JHQHUDO SRFDV XQLGDGHV JU£ᚏFDV
entre una y diez aunque la mayoría 
GH ODV XQLGDGHV WRSRJU£ᚏFDV
tienen entre dos y diez grafías con 
la mediana en torno a 5. Cuatro 
XQLGDGHVWRSRJU£ᚏFDVVHVDOHQGH
la distribución normal con 20, 25, 35 
\FHUFDGHᚏJXUDV/DVXQLGDGHV
WRSRJU£ᚏFDV 0DJGDOHQLHQVHV DO
igual que los paneles, tienen una 
Fig.15.67. Número de paneles
Fig. 15.68. Densidad decorativa por cronología
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distribución mayor, entre 1 y 32 grafías aunque la mayor parte contiene entre dos y catorce 
JUDI¯DV\ODPHGLDQDVHVLW¼DHQWRUQRD)LQDOPHQWHODVXQLGDGHVWRSRJU£ᚏFDVFRQSDQHOHV
SUHPDJGDOHQLHQVHV\PDJGDOHQLHQVHVWLHQHQP£VᚏJXUDVODGLVWULEXFLµQFRPLHQ]DWDPEL«Q
en una hasta alcanzar 43, el segundo cuartil comienza en nueve hasta 24 cuando termina 
el tercer cuartil, y la mediana se sitúa en 13 grafías indicando una cierta tendencia hacia la 
preferencia por la agrupación de menos efectivos (Fig. 15.69).     
Si tenemos en cuenta el número de paneles y el número de grafías por tipo de espacio, la 
distribución se concentra en el lado izquierdo del histograma con una gran variedad.  La 
PD\RU¯DGHXQLGDGHVWRSRJU£ᚏFDVFXHQWDFRQHQWUHXQR\FLQFRSDQHOHV8QLGDGHVFRQXQ




y galerías estrechas. La distribución es similar para el caso de tres paneles con disminución 
HQODIUHFXHQFLDHQVDODV\JDOHU¯DVDXQHQFRQMXQWRHQGRVFDVRVDSDUHFHQHQJDOHU¯DV
HVWUHFKDV\ᚏQDOPHQWHHQXQRHQXQQLFKR$SDUWLUGHFXDWURSDQHOHVVHUHGXFH
PXFKR OD IUHFXHQFLD \ GLVPLQX\H OD YDULDELOLGDG WUHV XQLGDGHV WRSRJU£ᚏFDV FXHQWDQ FRQ
cuatro paneles, cada uno en un 
tipo de espacio diferente, galería 
HVWUHFKDQLFKR\ VDOD \ FXDWUR
XQLGDGHV WRSRJU£ᚏFDV WLHQHQ
cinco paneles, todos situados en 
galerías. Solo una UT tiene seis 
paneles y se localiza en una sala. 
&LQFR XQLGDGHV WRSRJU£ᚏFDV
tienen siete paneles, uno en una 
galería estrecha, otro en una 
sala y cinco en galerías. Entre 10 
y 13 paneles hay tres unidades 
WRSRJU£ᚏFDV XQD HQ XQD VDOD
y dos en galerías. Finalmente, 
OD XQLGDG WRSRJU£ᚏFD FRQ P£V
paneles (17) se localiza en una 
galería (Fig. 15.70). 
En cuanto al número de unidades 
JU£ᚏFDV OD JU£ᚏFD WDPEL«Q VH
acumula en el lado izquierdo 
del histograma. La mayoría de 
XQLGDGHV WRSRJU£ᚏFDV FXHQWDQ
FRQHQWUHXQD\YHLQWHJUDI¯DVD
partir de ese punto se localizan 
íntegramente bien en salas bien 
en galerías. Según aumenta el 
número de grafías se reduce la 
variabilidad: entre una y cinco 
aparecen en galerías estrechas 
(5%), galerías (5%), nichos 
(2%) y salas (4%). Entre 5 y 10 
grafías se localizan en galerías 
estrechas (4%), gateras (2%), 





Entre 10 y 15 se localizan 
en galerías estrechas (2%), 
galerías (4%), nichos (3%) 
y salas (3%). Entre 15 y 20 
solo aparecen en galerías 
estrechas (2%) y galerías 
(6%). A partir de 20 hasta 
más de 80 grafías solo 
aparecen en salas y galerías 
(seis en salas y otras seis en 
galerías). Desde el punto de 
vista general, si analizamos 
el número de grafías por su 
localización a nivel general 
ODV XQLGDGHV WRSRJU£ᚏFDV
localizadas en el recorrido 
principal tienen más grafías 
que las localizadas en el 
secundario. Si tenemos en 
cuenta la cronología, durante 
el Premagdaleniense en 




y los correspondientes al Magdaleniense cuentan con una dispersión ligeramente mayor, 
PX\VLPLODUDODFRUUHVSRQGLHQWHDODGHXQLGDGHVWRSRJU£ᚏFDVGHODUJDWUDGLFLµQ)LJ
6LORDQDOL]DPRVDWUDY«VGHOWLSRGHHVSDFLRDELHUWRRUHVWULQJLGRODJU£ᚏFDHVPX\VLPLODU
a la anterior (Fig. 15.72)
Si analizamos esta problemática por cavidades, tenemos algunas con una enorme densidad 
JU£ᚏFDFRPR/D3DVLHJDFRQXQLGDGHVJU£ᚏFDVRWUDVGHGHQVLGDGPHGLDDOWDFRPR
/DV&KLPHQHDV\&KXI¯QFRQ\JUDI¯DV\FRQMXQWRVGHGHQVLGDGPHGLDEDMDFRPR
Covalanas (44 grafías), 
La Covaciella (32 grafías), 
Las Monedas (31 grafías) y 
Pondra (21 grafías). Estas 
diferencias podrían indicar 
las diferentes funciones de 
ORV FRQMXQWRV DQDOL]DGRV
y su importancia a nivel 
WHUULWRULDO /RV FRQMXQWRV
con mayor densidad de 
grafías probablemente se 
fuesen construyendo a 
lo largo de años, siglos e 
incluso milenios, mientras 
TXH ORV FRQMXQWRVGHPHQRU
tamaño posiblemente 
correspondieran a visitas 
más esporádicas e incluso 
puntuales. Otra posible 
Fig.15.70. Número de paneles por tipo de espacio
)LJ1¼PHURGHXQLGDGHVJU£ᚏFDVSRUORFDOL]DFLµQ\FURQRORJ¯D
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LQWHUSUHWDFLµQHV OD UHXWLOL]DFLµQGHHVWRVFRQMXQWRVSHURVRORD WUDY«VGHYLVLWDUORVVLQ OD
adición de nuevas grafías. Los correspondientes al Premagdaleniense puede que perdiesen 
importancia al cambiar las 
WUDGLFLRQHV \ GHMDVHQ GH
ser visitados. Sin embargo, 
algunos de ellos, en el caso de 
nuestro análisis La Pasiega y 
Chufín, constituirían centros 
que continuaron siendo 
visitados a lo largo del tiempo, 
hecho demostrado a través de 
la adición de nuevas grafías. 
/DDOWD GHQVLGDGJU£ᚏFDTXH
encontramos en algunas 
XQLGDGHV WRSRJU£ᚏFDV
por encima de 30 y hasta 
85 grafías, contribuiría a 
generar una visibilidad mayor 
del arte, aunque a la vez 
generaría interferencias en la 
interpretación. Una o varias 
XQLGDGHVWRSRJU£ᚏFDVDLVODGDVSHUPLWLU¯DIRFDOL]DUODDWHQFLµQGHDTXHOTXHODVYLVXDOL]D\
contribuiría a su interpretación.
$OJRVLPLODURFXUULU¯DFRQSDQHOHVGHODUJDWUDGLFLµQ6HLQWHUSUHWDEDQHQFRQMXQWRODVᚏJXUDV
RELHQORV0DJGDOHQLHQVHVVHFHQWUDEDQHQLQWHUSUHWDUODVᚏJXUDVFRQRFLGDVGHMDQGRGHODGR
ODVGHRWUDV«SRFDV OR LPSRUWDQWHHQHVWHFDVRVHU¯D OD ORFDOL]DFLµQHVSHF¯ᚏFDGHOSDQHO
y no la presencia de grafías. La localización de grafías en un mismo panel podría tener 
interpretaciones variadas, como la contradicción de dos sistemas de creencias diferentes, 
su obliteración (a pesar del aparente respeto) o la integración de las grafías previas en el 
sistema de creencias nuevo o quizás que incluso se preservasen las mismas tradiciones 
JU£ᚏFDVDORODUJRGHOWLHPSR/DORFDOL]DFLµQGHHVWRVSDQHOHVGHODUJDWUDGLFLµQHQ£UHDV
del recorrido principal indicaría una mayor intención de visibilidad a lo largo del tiempo, 
GLULJLGDSRVLEOHPHQWHDXQDDXGLHQFLDPD\RUTXH ORV FRQVWLWXLGRVHMHFXWDGRVGXUDQWHXQ
único periodo de tiempo. 
9LVLELOLGDG\DIRUR
La visibilidad es un tema que se ha apuntado desde los inicios de la investigación del 
arte parietal paleolítico. Sin embargo, hasta las últimas décadas ha tenido un tratamiento 
“casual”, en el que se mencionaba si un panel era muy visible o no, pero sin llegar a 





parte del estudio incluyendo otros conceptos y comparándolo con otras variables, tal y como 
se presentó en el apartado de metodología. 
El área máxima de visualización es, en general, pequeña. Si observamos la distribución de 
los paneles en un histograma, las mayores frecuencias se acumulan en el lado izquierdo del 
JU£ᚏFRHQWUH\P2, disminuyendo drásticamente a partir de apenas 5 m2. A partir de 
10 m2 la frecuencia no supera los 5 paneles en total, disminuyendo progresivamente hasta 
Fig. 15.72.Densidad decorativa por tipo de espacio y cronología
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solo contar con apenas un panel en muchos casos. Entre 20 y 30 m2 solo existen cuatro 
paneles, y entre 35 y 45 m2 dos. Los paneles más grandes registrados cuentan con entre 55 
y 80 m2 con apenas 5 casos, uno en torno a 55 m2, otros tres entre 60 y 70 m2\ᚏQDOPHQWH
uno con 82 m2 (Fig. 15.73). 
Los datos correspondientes al aforo máximo de personas en las áreas de máxima 
visualización se extraen a partir de las áreas previas, por lo que la distribución mostrada en 
el histograma es similar a la correspondiente por m2. Las frecuencias mayores se distribuyen 
en el lado izquierdo, entre una y 20 personas por panel, aunque la mayor frecuencia se da 
entre una y diez personas alcanzando cerca de 140 paneles. Entre diez y veinte personas 
existen en torno a 45 paneles, y entre veinte y treinta apenas veinte paneles. A partir de ese 
punto existen solo doce paneles. El rango máximo es en torno a 160 personas, caso único. 
Entre 55 y 65 personas solo existen tres paneles, dos en torno a 80 personas, uno entre 100 
\\ᚏQDOPHQWHGRVHQWUH\SHUVRQDV)LJ
6L DQDOL]DPRV ODV GLVWULEXFLRQHV D WUDY«V JU£ᚏFRV GH FDMDV \ ELJRWHV REVHUYDPRV TXH
un importante número 
de paneles se sale de 
la distribución normal. 
Esta abarca entre 0,1 y 
12 m2, aunque la mayor 
distribución se localiza entre 
aproximadamente 1 y 7 m2
la mediana 4 m2 nos indica 
una ligerísima preferencia 
por los espacios de menor 
tamaño (Fig. 15.74). 
Si analizamos del mismo 
modo los resultados por 
cronologías, observamos 
pequeñas diferencias que 
SXHGHQUHVXOWDUVLJQLᚏFDWLYDV
(Q HO JU£ᚏFR FRPSOHWR HO
Premagdaleniense cuenta 
con un importante número 
de paneles fuera de la 
dispersión normal, son 
mucho más frecuentes 
que en otras cronologías 
y están muy separados de 
dicha dispersión. Por otro 
lado los correspondientes 
al Magdaleniense también 
son abundantes, pero se 
DFXPXODQ FHUFD GHO ᚏQDO
del cuarto cuartil con tres 
excepciones. En los casos 
de paneles de cronología 
desconocida, sin ningún 
valor atípico, y los de larga 
tradición, con un único valor 
atípico, la lectura es más 
sencilla (Fig. 15.74). Si Fig.15.73. Histograma del área máxima de visualización
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obviamos los valores atípicos y nos centramos en la distribución normal por cronologías, 
observamos que la distribución mínima es siempre menor a 1 m2ODP£[LPDSRURWURODGR
varía entre las diferentes cronologías: la correspondiente a paneles del Premagdaleniense 
o Magdaleniense es similar en torno a los 11 o 11,5 m2 OD GLVSHUVLµQPD\RU GH ORV GH
cronología desconocida alcanza hasta los 15 m2  y la de los paneles de larga tradición en 
un punto medio 13 m2. En general podemos decir que las distribuciones entre el segundo 
y tercer cuartil son similares entre paneles del Premagdaleniense y el Magdaleniense: el 
primero muestra una dispersión ligeramente mayor entre 1,5 y 6 m2, mientras que en el 
Magdaleniense se distribuye entre 1,5 y 5,5 m2 ODPHGLDQD VLQ HPEDUJR DSXQWD D XQD
simetría de los datos en el caso del Premagdaleniense, en torno a 3,5 m2, mientras que en 
el Magdaleniense (2,5 m2) muestra disimetría indicando una preferencia por los espacios 
de menor tamaño. Los paneles de cronología desconocida muestran una amplia dispersión 
entre el segundo y el tercer cuartil, aunque la mediana muestra una preferencia mayor por 
espacios de menor tamaño. Los paneles de larga tradición también presentan una mayor 
distribución de los datos: el segundo cuartil da comienzo en torno a los 3 m2 hasta los 8,5 
m2SRUORTXHVRQHQJHQHUDOGHPD\RWDPD³RODPHGLDQDVHVLW¼DHQWRUQRDORVP2, por 
lo que son en general mayores con respecto a los de cronologías Premagdalenienses o 
Magdalenienses (Fig. 15.75). 
El análisis de resultados por el número de personas también muestra un abundante número 
de valores atípicos que se distribuyen entre 25 y 165 personas, aunque la mayor cantidad 
GHHOORVVHDFHUFDQDODGLVWULEXFLµQQRUPDOGHODJU£ᚏFD(VWDGDFRPLHQ]RFRQXQ¼QLFR
individuo hasta los 25, aunque el segundo cuartil da comienzo en torno a 3 personas y 
HO WHUFHU FXDUWLO ᚏQDOL]D DSUR[LPDGDPHQWH HQ  SHUVRQDV ODPHGLDQD HQ WRUQR D VLHWH
personas, indica simetría en los valores más frecuentes (Fig. 15.75). No vamos a  analizar 
ODJU£ᚏFDSRUFURQRORJ¯DVGHIRUPDH[KDXVWLYDSXHVHVPX\VLPLODUDODGH£UHDVP£[LPDV
Ésta presenta un gran número de valores atípicos tanto para paneles Premagdalenienses 
FRPR0DJGDOHQLHQVHV)LJ(OLPLQ£QGRORVGHODJU£ᚏFDODDSDULHQFLDHVODPLVPD
que en la previa. Por ello podemos concluir a partir del análisis de ambas que existe una 
SUHIHUHQFLDGHOXVRGHSDQHOHVGH WDPD³RPHGLRSHTXH³RSDUD ODHMHFXFLµQGHSDQHOHV
de una única cronología, tanto en el Premagdaleniense como en el Magdaleniense, con 
la mayor parte de ellos con un público máximo de en torno a 5 personas y una amplitud 
de entre 1 y 11 personas para el Premagdaleniense y entre 1 y 10 para el Magdaleniense, 
con unos máximos de 20 y 23 respectivamente. Por otro lado, los Magdalenienses que 
seleccionaron paneles con decoración previa tendieron a escoger aquellos con un área de 
visualización algo mayor en los que el público sería como máximo de 8 personas, con una 
amplitud de entre 5 y 17 personas y un máximo de 26 (Fig. 15.77).    
Los resultados correspondientes al punto óptimo de visualización nos indican una preferencia 
hacia áreas de muy pequeño tamaño, entre 0,1 y 5 m2. La distribución en el histograma es 
muy similar a los dos casos anteriores, con la mayor parte de los efectivos acumulándose 
en las dos primeras barras. La mayor parte de paneles, en torno a 145, cuentan con un 
espacio para la visión óptima de los motivos igual o menor a 1,5 m2ODVLJXLHQWHFROXPQD
correspondiente a entre 1,5 y 3 m2, no alcanza los cuarenta paneles. Entre 3 y 7,5 m2 
DSHQDVKD\SDQHOHVHQWRWDODSDUWLUGHHVHSXQWRWHQHPRVWUHVFDVRVGRVHQWUH\
m2 y otro en torno a 26 m2 (Fig. 15.77). 
Las capacidades correspondientes a la visualización óptima se concentran entre 1 y 10 
personas, con la mayor distribución entre una y tres personas con en torno a 145 paneles. 
Entre tres y cinco personas podrían visualizar en torno a 35 paneles, entre cinco y diez 
personas unos 20 paneles, y entre diez y quince personas podrían visualizar unos diez 
paneles del corpus. Finalmente contamos con un panel con un área muy grande que podría 
albergar más 50 personas con una visualización optima (Fig. 15.77). 
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Fig.15.74. Área máxima de visualización (m2) (izq.) y área máxima de visualización (m2) por cronologías
Fig.15.75. Área máxima de visualización (sin valores atípicos) y capacidad de las áreas máximas de visualización
Fig. 15.76.Capacidad de las áreas máximas de visualización por cronología: (Izq.) con valores atípicos y (Der.) sin va-
lores atípicos




cuartil, en torno a 2,5 m2 hasta alcanzar 26 m2, aunque la mayor dispersión está entre 2,5 y 
8 m2 (Fig. 11). La distribución normal abarca desde 0,1 a 2,5 m2HOVHJXQGRFXDUWLOFRPLHQ]D
HQ\HOWHUFHURWHUPLQDHQWRUQRDODPHGLDQDPXHVWUDGLVLPHWU¯DFRQFHQWU£QGRVHOD
mayor parte de los casos entre 0,1 y 0,5 m2 y denotando una tendencia a espacios de muy 
pequeño tamaño (Fig. 15.77). 
La distribución de los resultados por capacidad máxima en relación a la visualización óptima 
es muy similar a los del POV en m2. La distribución normal comienza en 1 persona, lugar 
donde se encuentra la mediana indicando que el 50% de los casos analizados solo los puede 
REVHUYDUGHIRUPDµSWLPDXQD¼QLFDSHUVRQD\ODGLVWULEXFLµQGHOWHUFHUFXDUWLODOFDQ]DODV
tres personas y el último cuartil termina en seis personas. Hay un importante número de 
YDORUHVDW¯SLFRVTXHVHFRQFHQWUDQMXQWRDOᚏQDOGHO¼OWLPRFXDUWLOHQWUHVLHWH\SHUVRQDV
con una única excepción que alcanza 51 personas (Fig. 15.77). 
La distribución por cronologías es similar a la general con ligeras diferencias entre las 
diferentes fases. En todas las cronologías hay valores atípicos, aunque en general se 
FRQFHQWUDQSUµ[LPRVDOᚏQDOGHOFXDUWRFXDUWLOQRVXSHUDQGRHQODPD\RUSDUWHGHORVFDVRV
los 8 m2 con tres excepciones, las tres correspondientes al Magdaleniense (Fig. 14).  La 
distribución normal comienza en 0,1 o 0,2 m2 en general en todas las cronologías. Durante 
el Premagdaleniense esta distribución termina en 2,3 m2HQHO0DJGDOHQLHQVHPXHVWUDXQD
mayor amplitud alcanzando 3 m2HQODFRPELQDFLµQGHODVGRVFURQRORJ¯DVODGLVWULEXFLµQHV
similar a la correspondiente al Magdaleniense. Los paneles de cronología desconocida tienen 
un POV más reducido, entre 0,4 y 1,3 m2, probablemente debido a que se trata de grafías 
DLVODGDV\QRᚏJXUDWLYDVGHSHTXH³RWDPD³RTXHVXHOHQGLI¯FLOHVDODKRUDGHGHWHUPLQDU
la cronología. La mediana en todos los casos, excepto en los paneles de larga tradición, 
indica una preferencia por paneles con un punto óptimo de visualización reducido, 0,7 m2 
en el Premagdaleniense, 0,6 m2 en el Magdaleniense y 0,5 m2 en paneles de cronología 
GHVFRQRFLGD(QHOFDVRGHSDQHOHVHQORVTXHVHFRPELQDQᚏJXUDVGHDPEDVFURQRORJ¯DV
la desviación de la mediana, situada en torno a 1,7 m2, indica una tendencia contraria (Fig. 
15.77). 
(OJU£ᚏFRFRUUHVSRQGLHQWHDOQ¼PHURGHSHUVRQDVQRPHUHFHXQDGHVFULSFLµQHQGHWDOOHSRU
la similitud que muestra con el anterior. Las distribuciones normales comienzan en todo caso 
en una persona, alcanzando como máximo seis personas en los casos correspondientes 
al Magdaleniense y a la combinación de cronologías. En el caso del Premagdaleniense la 
distribución normal termina en cuatro personas y en la de paneles desconocidos en dos. 
La mediana indica en todos los casos, excepto en el de paneles de larga tradición, una 
preferencia por una visualización óptima de una única persona. Sin embargo, en el caso de 
los paneles de larga tradición la mediana se sitúa en dos personas indicando una simetría 
entre el segundo y el tercer cuartil (Fig. 15.77). 
Si comparamos la acogida máxima de los paneles en número de personas con la posición 
de visualización observamos una interesante correlación. La posición erguida es la que 
permite visualizar los paneles con un área de visualización mayor, aunque también presenta 
un gran número de casos atípicos que se distribuyen entre 30 personas hasta llegar hasta 
165 personas, disminuyendo progresivamente en frecuencia (Fig. 15.78). Si observamos 
GH IRUPDP£V HVSHF¯ᚏFD ORV SDQHOHV TXH VH YLVXDOL]DQ HQ SRVLFLµQ HUJXLGD ORV SXHGHQ
visualizar un rango mucho más amplio que aquellos en otras posiciones, entre una y 28 
personas, aunque la mayor concentración de casos está entre cuatro y 14 personas con la 
mediana ligeramente disimétrica en torno a 8 personas. Los visibles en posición inclinada 
tienen unos rangos máximos de entre una persona y 14, con la mayor concentración entre 
tres y nueve, aunque la mediana indica una mayor preferencia por una menor capacidad 
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Fig. 15.77.Punto óptimo de visualización: 1)m2\FDSDFLGDGP£[LPDP2SRUFURQRORJ¯DFRQFDVRVDW¯SLFRVP2 
por cronología sin casos atípicos y 6) capacidad por cronología 
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(cuatro personas). 
Los rangos se reducen todavía 
más arrodillado, entre una 
y siete personas, aunque 
preferentemente entre dos 
y cuatro con la mediana 
apuntando a una mayor 
distribución entre dos y tres 
personas. 
Sentado presenta una 
distribución similar en cuanto 
al rango general, aunque la 
tendencia es hacia un número 
menor de personas, entre una y 
tres, y con la mediana en torno 
a dos. Los paneles visibles 
en posición tumbada solo los 
puede observar una persona en 
general (Fig. 15.78). 
6L KDFHPRV HOPLVPR HMHUFLFLR
sobre la a acogida para la 
visualización óptima, nos 
HQFRQWUDPRV FRQ XQ JU£ᚏFR
similar con casos atípicos, 
especialmente en posición 
erguida (Fig. 15.78). Si 
los eliminamos podemos 
observar con más detalle las 
distribuciones normales. Las 
posiciones más cómodas –
erguido e inclinado– cuentan con 
un rango normal relativamente 
amplio, en posición erguida 
el rango va de una a seis 
personas, aunque la mayor 
parte de paneles solo alcanzan 
hasta tres con la mediana en 2, 
mostrando una simetría en el 
rango más habitual. En el caso 
de inclinado el área óptima se 
reduce en gran medida, entre 
una y dos personas, aunque 
la mediana indica que lo más 
frecuente es una única persona. 
Las posturas arrodillado, 
sentado y tumbado se limitan a 
una única persona que tenga la 
visibilidad óptima (Fig. 15.79). 
Las áreas máximas de 
visualización y los puntos 
)LJ\&DSDFLGDGP£[LPDGHODV$09SRUSRVLFLµQGHYLVXDOL]DFLµQ
3)Capacidad máxima de los POV por posición de visualización
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óptimos de visualización también 
están muy interrelacionados con 
el tipo de espacio como es de 
esperar. Si eliminamos los casos 
atípicos podemos observar 
ciertas diferencias cronológicas 
en los espacios abiertos, 
especialmente en los casos 
de los paneles de cronología 
desconocida y los de larga 
tradición. Los paneles abiertos 
de época Premagdaleniense 
son en apariencia de menor 
tamaño, pudiendo albergar entre 
cinco y doce personas, que los 
magdalenienses, que tienen 
un rango entre cinco y quince, 
aunque la mediana en ambos 
casos está en torno a diez. El 
rango de más frecuencia en los 
de larga tradición se distribuye 
entre siete y dieciocho en 
espacios abiertos. En el caso 
de los restringidos no se puede 
VHU P£V HVSHF¯ᚏFR TXH GHFLU
que tienen un rango entre una 
y tres personas, sin observar 
grandes diferencias cronológicas 
(Fig. 15.79). En el caso de la 
capacidad de personas en 
relación al punto óptimo de 
visualización, las conclusiones 
son similares: los paneles 
Magdalenienses tienen un rango 
ligeramente más amplio que los 
Premagdalenienses y, por otro 
lado, en este caso los de larga 
tradición tienen un rango más 
similar a los Premagdalenienses. 
Las diferencias no son muy 
VLJQLᚏFDWLYDVHOUDQJRHVW£HQWUH
una y tres-cuatro personas, y 
las medianas se sitúan en todos 
los casos en 2 con la excepción 
de los paneles de cronología 
desconocida en los que el rango 
cubre entre una y dos personas 
con la mediana en una. Los 
espacios restringidos tienen, 
por otro lado, un punto óptimo 
de visualización limitado a una 
única persona sin diferencias Fig. 15.79. 1)Capacidad máxima de los POV por posición de 
YLVXDOL]DFLµQ&DSDFLGDGGHODV$09SRUFURQRORJ¯D\WLSRGHHVSDFLR
3) Capacidad máxima de los POV por tipo de espacio y cronología
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cronológicas (Fig. 15.79). 
Las conclusiones que podemos sacar a partir de este análisis es que los grupos paleolíticos 
del área cantábrica preferían espacios reducidos. Los espacios abiertos son más frecuentes 
que los restringidos (63,9% frente a 36,1%), pero los abiertos tienden a tener una capacidad 
menor a 10 personas en el área máxima de visualización y mucho más restringida en el 
caso del punto óptimo de visualización. Con algunas excepciones, la mayoría de los paneles 
y grafías de nuestro corpus estaban destinadas a ser vistas por menos de tres personas en 
el caso de los espacios restringidos y por grupos de personas de entre cinco y quince en el 
caso de los abiertos.   
/DVH[FHSFLRQHVDORVFRQMXQWRVDQDOL]DGRVHVW£QFRQVWLWXLGDVSRUSDQHOHVYLVLEOHVGHVGH
áreas de grandes dimensiones donde el aforo es superior a 20 personas. Algunos casos ya 
los hemos discutido en profundidad, como los paneles a los que alcanza la luz en las cuevas 
de Chufín, Pondra y La Pasiega, pero también en el interior de las cavidades contamos con 
algunos paneles en los que el área de visibilidad es de grandes dimensiones y permitiría el 









(OFRQMXQWRGHSDQHOHVGH&KXI¯QVH ORFDOL]DQHQ ODSDUWHᚏQDOGH ODJDOHU¯D MXQWRDO ODJR
JHQHUDGRDUWLᚏFLDOPHQWHSRUHOHPEDOVH6HWUDWDGHXQDJDOHU¯DGHJUDQGHVGLPHQVLRQHV
FRQSDQHOHVHQODSDUHGGHUHFKDGHVGHODHQWUDGD\HQHOWHFKRMXQWRDODSDUHGL]TXLHUGD
Un gran número de personas podría haber penetrado al interior de la cavidad para ver la 
HMHFXFLµQGHODVJUDI¯DVXREVHUYDUODVa posteriori3DUDHMHFXWDUODVHODUWLVWDWXYRTXHWUHSDU
para alcanzar el área desde las que se trazaron, al igual que en las correspondientes a La 
Pasiega B. Además contamos con dos paneles a los que llegaba la luz natural: PasB.I.2, 
PasC.I.2. 
(Q«SRFDPDJGDOHQLHQVHVRQ0RQ,\&RY,,,&KL,&KL,,\&KL9
/RV FRUUHVSRQGLHQWHV D OD FXHYD GH /DV 0RQHGDV VH ORFDOL]DQ HQ OD SDUWH ᚏQDO GH OD
Galería de las Pinturas si consideramos la entrada actual. En ese punto la galería se abre 
VLJQLᚏFDWLYDPHQWHSHUPLWLHQGRHODFFHVRSRWHQFLDOGHXQQ¼PHURPD\RUGHSHUVRQDV6LQ
embargo, la similitud con los paneles previos nos hace pensar que a pesar de los cambios 
en la galería las grafías no estaban destinadas a ser visualizadas por un mayor número 
de personas. El panel principal de La Covaciella permitiría la visualización por parte de 
un número importante de personas, probablemente sentadas frente al panel, aunque las 
condiciones probablemente no permitiesen que las 20 personas que podrían entrar frente al 
SDQHOSXGLHVHQYLVXDOL]DUORDOFRPSOHWRVLQGHIRUPDFLµQVLJQLᚏFDWLYDGHDOJXQDVSDUWHV/DV
Chimeneas es una cavidad de dimensiones amplia y las grafías se distribuyen en paneles 
ORFDOL]DGRVHQSDUWHVGHODJDOHU¯DTXHSRWHQFLDOPHQWHSRGU¯DQDOEHUJDUJUDQGHVJUXSRVVLQ
embargo, el lugar más amplio de la cavidad es la sala en la que se localizan varios paneles 
que podrían ser vistos por más de 150 personas potencialmente, debido al tamaño del 
HVSDFLR\ODORFDOL]DFLµQGHODVJUDI¯DV$GHP£VXQRGHORVSDQHOHVGHODXQLGDGWRSRJU£ᚏFD
5, mucho más restringida espacialmente, se puede observar parcialmente desde la sala 
ampliando en gran medida su potencial aforo a pesar de que su visibilidad no sería ideal y 
dependería de la iluminación que portasen los visitantes.  
Blanca Ochoa Fraile
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Al solo contar con dos cavidades con grafías correspondientes a diferentes periodos del 
Paleolíticos superior, Chufín y La Pasiega, los únicos panel de larga tradición que excede el 
DIRURGHSHUVRQDVFRUUHVSRQGHQD/D3DVLHJD3DV',3DV%,,,,,1LQJXQRGH
los paneles en los que se combinan grafías premagdalenienses y magdalenienses de Chufín 
cumple este requisito, puesto que se encuentran en una zona para la que hay que trepar con 
SRFRHVSDFLRDOUHGHGRU\VRQGLI¯FLOHVGHYHUGDGRTXHVRQJUDEDGRVᚏQRV(QORVFDVRVGH
La Pasiega se trata de tres casos: dos de ellos (PasB.I.7, II.1, II.2) se localizan en puntos 
a los que llega la luz natural y  se localizan en una galería que no destaca por sus grandes 
GLPHQVLRQHVVLQHPEDUJRHOJUDQWDPD³RGHODVJUDI¯DVSUHPDJGDOHQLHQVHVSHUPLWHTXH
se vean desde importantes distancias, aumentando el potencial aforo, pero no obstante las 
JUDI¯DVGHO0DJGDOHQLHQVHVRQGHPX\SHTXH³RWDPD³R\VHHMHFXWDURQHQJUDEDGRᚏQR
limitando la visibilidad concreta de las grafías magdalenienses. El panel de Pasiega D se 




(VWRV DQ£OLVLV SHUPLWHQ GHᚏQLU SRU HO Q¼PHUR GH SHUVRQDV LPSOLFDGDV HQ OD SRWHQFLDO
visualización de las representaciones, tres tipos de usos en la cavidad. El primero es individual 
RJUXSRVFRQWUHVRPHQRVLQGLYLGXRVHVWRHVW£GHPRVWUDGRSRUODH[LVWHQFLDGHHVSDFLRV
UHVWULQJLGRVHQORVFRQMXQWRVDQDOL]DGRVTXHQRSHUPLWLU¯DQHQWUDUSRUODIDOWDGHHVSDFLR
a un número mayor de personas. Por otro lado, están las actividades grupales de tamaño 
medio (entre tres y veinte personas) y las de tamaño grande (más de veinte personas). Entre 
HVWRVGRVFRQMXQWRVORKDELWXDOVRQORVJUXSRVGHPHGLRWDPD³RIUHQWHDORVJUDQGHVFRQ
apenas 28 paneles de estas características en un corpus de 202 paneles. Los paneles que 
podrían ser visualizados por grupos de tamaño medio son los más frecuentes que hemos 
registrado en el corpus, que se localizan preferentemente en galerías y que aparecen durante 
todo el Paleolítico superior. Un importante número de paneles que podrían visualizar grupos 
grandes se localizan, además, muy próximos a las entradas de la cueva y a algunos de ellos 
les llega la luz natural. Otros se encuentran en las profundidades de las cavidades, como 
los paneles de Las Chimeneas. Este hecho también indicaría importantes diferencias en las 
SRWHQFLDOHVIXQFLRQHVGHHVWRVFRQMXQWRV
A conclusiones similares llega Villeneuve (2008, pp. 161–162), que propone cuatro 
categorías del potencial uso a partir del número de personas que utiliza las diferentes partes 
de la cavidad: actividades focalizadas en espacios abiertos de gran tamaño en las que 
KDEU¯DQLQWHUYHQLGRJUXSRVJUDQGHV\FHQWUDGDVHQDFWLYLGDGHVTXHGHQRPLQDಯGLQ£PLFDVರ
PRYLPLHQWRV RUJDQL]DGRV D OR ODUJR GH FRUUHGRUHV HQ JUXSRV SHTXH³RV R LQGLYLGXRV
H[SHULHQFLDV LQGLYLGXDOHV R FRQ GRV R WUHV LQGLYLGXRV HQ ]RQDV HVWUHFKDV \ ᚏQDOPHQWH
individuos solitarios que penetrarían hasta las áreas restringidas más profundas en las que 
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(63$&,2*5È),&29,6,%,/,'$'<75È16,72&$9(51$5,2
$ OR ODUJR GH HVWH WUDEDMR KHPRV SODQWHDGR XQ P«WRGR SDUD WUDWDU GH DFHUFDUQRV D OD
SUREOHP£WLFD SODQWHDGD HQ QXHVWURV REMHWLYRV OD GHᚏQLFLµQ GH ORV XVRV LQGLYLGXDOHV R
grupales, de las cavidades con arte paleolítico de la región cantábrica. Nuestra aproximación, 
a través del análisis del arte parietal en tres niveles de estudio –la grafía, el panel y la unidad 
WRSRJU£ᚏFDದ MXQWRFRQYDULDEOHVVREUHHODFFHVR ODSUHVHQFLDGHFRQWH[WRDUTXHROµJLFR
el tránsito cavernario, el tipo de espacios seleccionados, la visibilidad y el aforo, nos ha 
SHUPLWLGRDWUDY«VGHODDSOLFDFLµQGHODPHWRGRORJ¯DGHVFULWDDRFKRFRQMXQWRVGHODUHJLµQ
cantábrica y su subsecuente análisis estadístico, extraer una serie de conclusiones de las 
que presentamos, a continuación, un sumario (Fig.1).  
El análisis de las FRQGLFLRQHVGHDFFHVRDODVFDYLGDGHVSDUHFHVLPLODUHQORVFRQMXQWRV
analizados. Las cavidades se localizan preferentemente en proximidad a ríos, en altitudes 
PHGLDVEDMDV \ VH RULHQWDQ SUHIHUHQWHPHQWH HQ GLUHFFLµQ VXU X RHVWH SUHVHQWDQGR ODV
PHMRUHVFXDOLGDGHVGHKDELWDELOLGDG
El acceso en general es único con dos excepciones: La Pasiega y Pondra. En el primer 
FDVRHVSRVLEOHTXHODVGLIHUHQWHVHQWUDGDVVHSDUDVHQORVGRVFRQMXQWRV\TXHIXQFLRQDVHQ
de forma independiente, por un lado la Galería C y por otro las Galerías B, A y D. En el 
caso de Pondra las dos entradas no parecen indicativas de ninguna diferencia debido a su 
proximidad. 
Las dimensiones de las entradas son en general de tamaño pequeño y muy similares entre 
ORVGLIHUHQWHVFRQMXQWRVGHORVTXHFRQRFHPRVVXVFDUDFWHU¯VWLFDV
/DVFDYLGDGHVDQDOL]DGDVQRSDUHFHQWHQHUXQLPSRUWDQWHLPSDFWRHQVXSDLVDMHFLUFXQGDQWH
Pondra, Chufín, Covalanas y El Linar son más visibles, en apariencia, que las de La 
Pasiega, Las Monedas y Las Chimeneas. Una mayor visibilidad de las cavidades en el 
SDLVDMHSRGU¯DWHQHUXQHIHFWRDWUD\HQWHSDUDORVJUXSRVSUHKLVWµULFRVSRUORTXHHODQ£OLVLV
GHODVFDUDFWHU¯VWLFDVGHORVFRQMXQWRVFRQDUWHSDULHWDOHQUHODFLµQFRQORV\DFLPLHQWRVGH
habitación en cueva podría ayudar a determinar si existen diferencias o convergencias en 
ODVHOHFFLµQGHODVFDYLGDGHVHQEDVHDVXLPSODQWDFLµQVHOHFFLµQHQHOSDLVDMH3RURWUR
lado, esta interpretación podría matizarse, puesto que áreas muy visibles pueden constituir, 
a pesar de sus características llamativas, espacios restringidos para ciertas comunidades o 
PLHPEURVGHFRPXQLGDGHVKHFKRTXHHVWDU¯DGHᚏQLGRSRUUHJODVFXOWXUDOHV/DSUREOHP£WLFD
de esta interpretación es que no quedan restos arqueológicos que permitan su análisis.
Analizando elFRQWH[WRGHODVFDYLGDGHV estudiadas vemos dos posibilidades. La presencia 
de un yacimiento de habitación próximo a las representaciones paleolíticas podría indicar 
una segmentación entre lo simbólico y lo cotidiano, pero a la vez manteniendo lazos entre 
HVSDFLRVSRUODFHUFDQ¯DFRPRRFXUUHHQODFXHYDGH(O/LQDU\ORVFRQMXQWRVLQWHULRUHVGH
Pondra y Chufín. 
Por otro lado estarían las cavidades en las que no existe un yacimiento de habitación en la 
boca de la cavidad o las ocupaciones tienen un carácter esporádico. En este caso hay una 
separación aparentemente patente entre lo cotidiano y lo simbólico. Dentro de esta cuestión 
podemos encontrar dos posibilidades. Por un lado las cavidades que tienen un yacimiento de 
KDELWDFLµQHQODVSUR[LPLGDGHVTXHSRGU¯DQDFWXDUGHDVHQWDPLHQWRSULQFLSDOGHSHQGLHQGR
GH ODVFDUDFWHU¯VWLFDVGHOFRQMXQWR ODVJUDI¯DVQRVHU¯DQGHDFFHVRD WRGRV ORVPLHPEURV
del grupo, sino que estaría limitado a determinadas personas o segmentos de la sociedad 
RDOJ¼QWLSRGHDFWLYLGDGFRQFUHWDODVFXHYDVGH&RYDODQDV/DV&KLPHQHDV/D3DVLHJD\
/DV0RQHGDVSHUWHQHFHU¯DQDHVWHFRQMXQWR3RURWURODGRH[LVWHQRWUDVFDYLGDGHVHQODV
que no hay lugar de habitación asociado a las representaciones y tampoco se conoce otro 




Fig. 16.1 Cuadro resumen de las características de las cavidades analizadas




tipo de acto concreto que podría estar limitado a una única persona o un grupo pequeño. 
En el análisis del HVSDFLR QR JUi¿FR no hemos podido determinar la existencia de 
convergencias o divergencias debido a que no fuimos conscientes del potencial interpretativo 
GHHVWDYDULDEOHKDVWDXQPRPHQWRDYDQ]DGRGHOWUDEDMRGHFDPSR(ODQ£OLVLVGHEHOOHYDUVH
a cabo del mismo modo que hemos abordado el registro de la localización de las unidades 
JU£ᚏFDVHVGHFLUDQDOL]DQGRHOVRSRUWHHOWDPD³RGHORVSDQHOHVHWFSDUDSRGHUDQDOL]DU
si realmente existe algún tipo de constancia en la selección de los soportes o si se trata 
de algo, para nosotros, aleatorio y estrechamente ligado a las necesidades simbólicas de 




El análisis del HVSDFLRJUi¿FR a través de tres niveles distintos de acercamiento nos ha 
SHUPLWLGR OOHJDUDXQDVHULHGHFRQFOXVLRQHVVREUHHO FRQMXQWRGHFDYLGDGHVTXHKHPRV
estudiado. Los resultados satisfactorios a la hora de aplicar la metodología invitan a continuar 
HOHVWXGLRHQORVPLVPRVW«UPLQRVDPSOLDQGRHOFRUSXVGHDQ£OLVLVSDUDSRGHULUGHᚏQLHQGRVL
H[LVWHQYDULDELOLGDGHVJHRJU£ᚏFDVRFURQROµJLFDVDXQDPD\RUHVFDOD
Analizando elWLSRGHHVSDFLR seleccionado por los grupos paleolíticos, observamos que 
HQORVHVSDFLRVUHVWULQJLGRVVHXWLOL]DQWRGRWLSRGHVXSHUᚏFLHVದKRUL]RQWDOHVYHUWLFDOHV\
subverticales–, mientras que en los espacios abiertos se utilizan preferentemente soportes 
verticales. 
En cuanto al tipo, la forma y las características del soporte no parece existir ningún tipo de 
VHOHFFLµQVLJQLᚏFDWLYDUHODFLRQDGDFRQHOWLSRGHHVSDFLRHVGHFLUHOWLSRGHVRSRUWHHOHJLGR
no tiene una relación directa con el tipo de espacio. 
En relación a la selección del tipo de representaciones documentamos una diferencia desde 








UHVWULQJLGRV SUHGRPLQDHO WDPD³RSHTXH³R HVWR VH SXHGHGHEHU D TXHHQ ORV HVSDFLRV
UHVWULQJLGRVHOWDPD³RGHOOXJDUQRSHUPLWHHMHFXWDUODVJUDI¯DVGHXQWDPD³RPD\RURTXH
HOHVSDFLRQRUHTXLHUHTXHODVᚏJXUDVVHDQGHXQWDPD³RPD\RUELHQSRUODIXQFLµQTXH
debían desempeñar bien porque no se necesita un mayor tamaño a la hora de visualizarlas. 
/DYLVLELOLGDGGH ODVᚏJXUDVHVYDULDEOHHQHVSDFLRVDELHUWRVPLHQWUDVTXHHVEDMDHQ ORV
restringidos, a pesar de la proximidad generada por el tipo de espacio en el que se enmarcan. 
En el análisis delWDPDxRGHODVJUDItDVen relación al tipo del soporte no se encuentran 
GLIHUHQFLDVVLJQLᚏFDWLYDVSRUORTXHQRKD\XQDUHODFLµQHQWUHDPEDVYDULDEOHV/DWH[WXUD
ODIRUPD\HOFRORUGHOVRSRUWHQRSDUHFHQLQᚐX\HQWHVHQODGHFLVLµQGHOWDPD³RGHODᚏJXUD
La disposición del soporte tampoco parece determinante a la hora de decidir el tamaño de 
ODJUDI¯D/D¼QLFDGLIHUHQFLDVLJQLᚏFDWLYDHVODWHQGHQFLDDODHMHFXFLµQGHᚏJXUDVSHTXH³DV






casi de forma exclusiva en posición erguida. 
En relación a la SRVLFLyQ GH YLVXDOL]DFLyQ ODV FRQFOXVLRQHV VRQ VLPLODUHV /DV ᚏJXUDV
de tamaño grande se observan en posición erguida, probablemente porque aparecen 
JHQHUDOPHQWH HQ HVSDFLRV DELHUWRV \ VX WDPD³R FRQWULEX\H D XQDPHMRU YLVLELOLGDG /DV
ᚏJXUDVGHSHTXH³R\PHGLDQRWDPD³RUHTXLHUHQXQDPD\RUSUR[LPLGDGDOYLVXDOL]DUODVSRU
lo que las posiciones que se adoptan son variadas. 
/DV UHSUHVHQWDFLRQHV QR ᚏJXUDWLYDV VRQ HQ JHQHUDO GHPHQRU WDPD³RPLHQWUDV TXH ODV
representaciones animales se llevan a cabo en una variedad de tamaños. 
/DV ᚏJXUDV GH WDPD³R SHTXH³R VH HMHFXWDQ WDQWR HQ GLEXMR FRPR HQ JUDEDGR $XQTXH









frecuencia de este tipo de soporte. La forma y el color del soporte no parecen afectar a la 
YLVLELOLGDGGHODVᚏJXUDV
/DYLVLELOLGDG\ODDOWXUDDOVXHORHVW£QHVWUHFKDPHQWHUHODFLRQDGDV/DVᚏJXUDVVLWXDGDVD
una altura correspondiente a la posición erguida tienen con frecuencia una visibilidad alta o 
PHGLDPLHQWUDVTXHODVSRVLFLRQDGDVHQSXQWRVEDMRVRDOWRVVHKDQFODVLᚏFDGRFRPRGH
YLVLELOLGDGEDMD(QFXDQWRDODSRVLFLµQGHYLVXDOL]DFLµQODVTXHVHREVHUYDQHQSRVLFLµQ




No parece que la SRVLFLyQGHHMHFXFLyQRODSRVLFLyQGHYLVXDOL]DFLyQLQᚐX\DHQHOWLSR
GH UHSUHVHQWDFLµQHMHFXWDGDH[FHSWRHQDTXHOODV WUD]DGDV WXPEDGRTXHVRQFRQPD\RU
IUHFXHQFLD ᚏJXUDWLYDV (Q UHODFLµQ D OD W«FQLFD D PD\RU DOWXUD DO VXHOR KD\ XQDPD\RU
SUHIHUHQFLDSRUHOGLEXMR
En el 3UHPDJGDOHQLHQVH OD SURSRUFLµQ GH JUDI¯DV ᚏJXUDWLYDV \ QR ᚏJXUDWLYDV HV VLPLODU
en espacios abiertos, mientras que en los restringidos existe una tendencia marcada a la 
HMHFXFLµQGHJUDI¯DVQRᚏJXUDWLYDV'XUDQWHHO3UHPDJGDOHQLHQVHVRQP£VIUHFXHQWHVORV
HVSDFLRVDELHUWRV\ODVᚏJXUDVGHWDPD³RPHGLR\JUDQGH/DVᚏJXUDVFRQXQDYLVLELOLGDGDOWD
corresponden con más frecuencia al Premagdaleniense, las de visibilidad media aparecen 
HTXLWDWLYDPHQWHUHSDUWLGDVHQODVGRVFURQRORJ¯DV\ODVGHYLVLELOLGDGEDMDVRQUHODWLYDPHQWH
poco frecuentes en el Premagdaleniense. 
Las posiciones erguido e inclinado son ligeramente más frecuentes en esta cronología, 
pero las que requirieron de algún tipo de elevación corresponden íntegramente al periodo 
Premagdaleniense. Las posturas más “cómodas”, erguido e inclinado, son más frecuentes 




la visibilidad de las grafías también es menor, este hecho está probablemente ligado a la 
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GLVPLQXFLµQGHOWDPD³RGHODVUHSUHVHQWDFLRQHVDXQTXHODVᚏJXUDVGHWDPD³RPHGLRVRQ
también relativamente frecuentes. 
/DVᚏJXUDVHMHFXWDGDVWXPEDGRFRUUHVSRQGHQFRQXQDJUDQIUHFXHQFLDDO0DJGDOHQLHQVH
DOLJXDOTXHORVVRSRUWHVHQSRVLFLµQKRUL]RQWDOHQFXDQWRDOUHVWRHOUHSDUWRHVVLPLODUDO
correspondiente al Premagdaleniense. En cuanto a la posición de visualización las posturas 
tumbado y sentado son más frecuentes en el Magdaleniense.
+HPRVGRFXPHQWDGRHQ WUHVFDVRVFRQMXQWRVGHJUDI¯DV ORFDOL]DGDVHQ]RQDVD ODVTXH
llega ODOX]QDWXUDORODSHQXPEUD. En los tres casos son de época Premagdaleniense, con 




los casos de Chufín y Pondra existe una marcada ruptura entre la parte exterior y la interior 
PDUFDGDSRUODSU£FWLFDDXVHQFLDGHGHFRUDFLµQHQODV£UHDVLQWHUPHGLDVVLQHPEDUJRHQ
el caso de La Pasiega no se observa ruptura. 
(ODQ£OLVLVGHORVFRQMXQWRVSHUPLWHFRQVLGHUDUFRQDOWDSUREDELOLGDGODH[LVWHQFLDGHXQD
SODQLᚏFDFLµQ JU£ᚏFD GH ORV FRQMXQWRV SUHPDJGDOHQLHQVHV ,QGHSHQGLHQWHPHQWH GH VX
asociación directa o no a lugares de habitación doméstica, la dimensión y la viveza del color 
URMRLQFHQWLYDQRUHIXHU]DQGHVGHHOSXQWRGHYLVWDYLVXDOODFDSWDFLµQGHODLPDJHQSRUSDUWH
GHORVREVHUYDGRUHVRVLPSOHPHQWHWUDQVH¼QWHV(VGHFLUHVWDVᚏJXUDVHVW£QFRQFHELGDV
para ser fácilmente vistas e incluso captadas (visualizadas) por parte de una persona que 
no conociera previamente su localización. Esta dimensión de “llamar la atención” también 
SXHGH YLQFXODUVH D ORV JUDEDGRV H[WHULRUHV GH &KXI¯Q \ FRQMXQWRV VLPLODUHV \D TXH
independientemente de su tamaño (ciertamente pequeño), la anchura y la profundidad del 
surco son elementos de atracción visual. Además, si consideramos el factor tafonómico, 
posiblemente el “poder de atracción” estaría aumentado por el contraste (al menos en los 
primeros momentos, cuando se concibieron y trazaron) cromático (aunque fuera leve sería 
VLJQLᚏFDWLYRHQWUHHOVRSRUWH\HOLQWHULRUGHOVXUFR
El hecho de su implantación en zonas de entrada (es decir, de tránsito obligado) y su carácter 
de concepción “para ser percibidas” pudiera implicar la búsqueda de una “atemporalidad” 
\ ಯWUDQVFHQGHQFLDರ 3DUWLHQGR GH VX HMHFXFLµQ HQ PRPHQWRV 3UHPDJGDOHQLHQVHV HVWD
propuesta es sostenible al menos para el caso de La Pasiega. Se tiene la certeza (por 
GDWDFLRQHVGH87KTXHDOJXQDVGHVXVᚏJXUDVVRQGHHVHPRPHQWR\GHTXHKDKDELGR
RFXSDFLµQ KXPDQD \ DFWLYLGDG JU£ᚏFD HQ PRPHQWRV SRVWHULRUHV (VWR LPSOLFDU¯D FRPR
HV FRQWUDVWDEOH HQ JUDQGHV FRQMXQWRV JU£ᚏFRV FRPR SRU HMHPSOR$OWDPLUD (O&DVWLOOR \
7LWR%XVWLOORTXH ODVᚏJXUDVIXHURQYLVXDOL]DGDVHQPRPHQWRVSRVWHULRUHV(VWRFRQOOHYD
contemplar la posibilidad de una integración de dispositivos previamente concebidos en 
DFWXDFLRQHV VLPEµOLFDV SRVWHULRUHV (V GHFLU ODV ᚏJXUDV VH UHLQWHJUDU¯DQ HQ FRQMXQWRV
JU£ᚏFRV SRVWHULRUPHQWH PDQWHQLHQGR VX VLJQLᚏFDFLµQ R ELHQ GRW£QGRORV GH XQD QXHYD
dimensión funcional/interpretativa. Sería un reaprovechamiento icónico de tradiciones 
SDVDGDVTXHVH UHGLPHQVLRQDQ\VXDOPHQRV FRQVWUXFFLµQJU£ᚏFD HQ WDQWR IRUPDVH
amortiza posteriormente. 
(VWHFDU£FWHUQRHVHYLGHQWHSDUDORVFRQMXQWRVPDJGDOHQLHQVHVDTX¯HVWXGLDGRV1RVROR
porque no se localicen con frecuencia en zonas de entrada o penumbra, sino porque su 
técnica (más habitualmente grabado según lo conocido hasta hoy) implica limitaciones 
marcadas en la búsqueda de esa construcción dirigida a “ser percibidos”. Muy probablemente, 
de ser cierta esta consideración, implicaría una nueva concepción del valor social y uso 
GHODVFUHDFLRQHVJU£ᚏFDVGRQGHHOFDU£FWHUಯH[WUHPDGDPHQWHS¼EOLFRರGHODVIDVHVSUH




En cuanto DO UHFRUULGR VH UHᚏHUH ODV FXHYDV DQDOL]DGDV QR VRQ HVSHFLDOPHQWH ODUJDV
Solo cinco de ocho cavidades exceden los 100 m de recorrido y solo dos exceden los 200 
P3RUHVWD UD]µQ ODPD\RUSDUWHGH ODVXQLGDGHV WRSRJU£ᚏFDVTXHKHPRVDQDOL]DGRVH
localizan en puntos de reducido o corto recorrido del desarrollo cavernario: solo algunas 
cavidades exceden la centena de metros y la mayor parte de sus grafías se localizan en 
puntos anteriores. Debido a esta razón apenas existen diferencias cronológicas: únicamente 
SRGHPRVPHQFLRQDUTXHHQJHQHUDOGXUDQWHHO0DJGDOHQLHQVHVHSUHIHU¯DQRGHFRUDUMXQWR
D ODV HQWUDGDV DPHQRV TXH KXELHVH \D UHSUHVHQWDFLRQHV GH «SRFD 3UHPDJGDOHQLHQVH
DGHP£V OD PD\RU¯D GH XQLGDGHV WRSRJU£ᚏFDV ORFDOL]DGDV HQ SXQWRV PX\ OHMDQRV GH OD
entrada corresponden a cronologías Magdalenienses.
Desconocemos, para los casos analizados, si los grupos paleolíticos exploraron por 
completo estas cavidades dado que solo podemos basarnos en las evidencias parietales 
para corroborarlo. Sin embargo, sabemos que en los casos de La Covaciella, La Pasiega, 
Covalanas, Las Chimeneas y Pondra accedieron hasta las partes más profundas, dado que 
encontramos representaciones parietales en estas áreas. En los casos de El Linar y Las 
Monedas desconocemos si exploraron más partes que aquellas que se decoraron.
Los análisis de distribución por distancia en metros nos indican una repartición por todas las 
áreas de la cueva. Durante el Premagdaleniense la decoración se distribuye a lo largo de toda 
la cavidad, pero con una mayor tendencia hacia las áreas menos profundas e intermedias. 
En el Magdaleniense, sin embargo, la tendencia bascula ligeramente hacia el interior. Las 
XQLGDGHVWRSRJU£ᚏFDVGHYDULDVFURQRORJ¯DVWLHQGHQDORFDOL]DUVHHQSDUWHVP£VFHUFDQDVD
la entrada y medias del recorrido de la cavidad. 
La distribución en áreas principales y secundarias y espacios abiertos y cerrados muestra 
una tendencia al uso de las partes intermedias de los recorridos de las cavidades. Por último, 
ODVXQLGDGHVWRSRJU£ᚏFDVGHDFFHVRVHQFLOORVHGLVWULEX\HQSRUWRGDODFDYLGDG6LQHPEDUJR
ODV GH DFFHVRGHGLᚏFXOWDG LQWHUPHGLD VH ORFDOL]DQ HQ JHQHUDO HQ ]RQDVP£VSURIXQGDV 
La progresión es en general sencilla, en algunos casos intermedia. No observamos diferencias 
en la distribución por cronologías, por lo que podemos decir que se trata de algo que se ha 
PDQWHQLGRGXUDQWHHO3DOHRO¯WLFRVXSHULRUHQODUHJLµQHVWXGLDGD/DVXQLGDGHVWRSRJU£ᚏFDV
de tránsito sencillo se localizan tanto en áreas del recorrido principal como del secundario, 
DXQTXH ODV GH GLᚏFXOWDG LQWHUPHGLD VH ORFDOL]DQ SUHIHUHQWHPHQWH HQ ]RQDV VHFXQGDULDV
Las cavidades analizadas se transitan mayoritariamente en posición erguida, en una única 
SRVLFLµQHQFHUFDGHODPLWDGGHODVXQLGDGHVWRSRJU£ᚏFDVDQDOL]DGDVRHQFRPELQDFLµQFRQ
otros movimientos, como inclinado, trepando o arrastrándose. En general el tránsito por las 
zonas decoradas de las cavidades analizadas se puede hacer con únicamente uno o dos 
PRYLPLHQWRVODIUHFXHQFLDGHODQHFHVLGDGGHXWLOL]DUWUHVRP£VSDUDDOFDQ]DUXQDXQLGDG
WRSRJU£ᚏFDHVPX\EDMD
En cuanto a la VHOHFFLyQ GH HVSDFLRV podemos decir que en las áreas del recorrido 
SULQFLSDOVHGLVWULEX\HQSDQHOHVGHWRGDVODVFURQRORJ¯DVLQFOX\HQGRXQLPSRUWDQWHFRQMXQWR
de paneles de larga tradición que no son frecuentes en áreas secundarias. No hay una 
SUHIHUHQFLDGHᚏQLGDSRUXQWLSRGHHVSDFLRXRWURGHVGHHOSXQWRGHYLVWDFURQROµJLFR/D
mayor abundancia de paneles de larga tradición en zonas del recorrido principal se podría 
explicar porque se traten de zonas transitadas con una mayor frecuencia. Las grafías se 
localizan principalmente en salas y galerías tanto de zonas del recorrido principal como del 
VHFXQGDULRHQ«VWHDGHP£VVHXWLOL]DURQQLFKRV\JDWHUDV/DVJDOHU¯DVVRQHO WLSRP£V
VHOHFFLRQDGRFRQFHUFDGHODPLWDGGHODVXQLGDGHVWRSRJU£ᚏFDV\VRQDGHP£VORVHVSDFLRV
más comunes para la situación de paneles de larga tradición. 
/DVXQLGDGHVWRSRJU£ᚏFDVORFDOL]DGDVHQHOUHFRUULGRSULQFLSDOGHODFDYLGDGWLHQHQWDPD³RV
variados, aunque existe una tendencia hacia la preferencia de tamaños entre pequeño y 
mediano (hasta 50 m2). Aquellos localizados en zonas secundarias son, sin embargo, de 
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pequeño tamaño, con una media en torno a los 10 m2/RVHVSDFLRVJUDQGHVP2) se 
localizan exclusivamente en galerías y salas. 




uno y cinco. Sin embargo, las UTs en las que se situaron paneles de larga tradición, el 
número aumenta, siendo lo más frecuente entre tres y siete paneles. Analizando por 
XQLGDGHVJU£ᚏFDVODPD\RU¯DGHXQLGDGHVWRSRJU£ᚏFDVFXHQWDHQWUHXQD\TXLQFHJUDI¯DV
3RU FURQRORJ¯DV ORV UHVXOWDGRV VRQ VLPLODUHV D ORV GH SDQHO ODV XQLGDGHV WRSRJU£ᚏFDV
correspondientes al Premagdaleniense cuentan con entre dos y diez grafías, mientras que 
los magdalenienses tienen una distribución ligeramente mayor, entre dos y catorce grafías. 
Las de larga tradición tienen entre nueve y veinticuatro grafías. No parece haber una relación 
PDUFDGDHQWUHODGHQVLGDGJU£ᚏFD\VXORFDOL]DFLµQWRSRJU£ᚏFDPDVDOO£GHTXHDTXHOODV
con un mayor número de paneles y grafías se localizan en galerías y salas, mientras que 
las de menor número se distribuyen por todo tipo espacios. Si analizamos los datos por 
FURQRORJ¯DVHQHO3UHPDJGDOHQLHQVHVHHMHFXWDEDQP£VJUDI¯DVHQHO UHFRUULGRSULQFLSDO
frente al mayor número de grafías en zonas secundarias durante el Magdaleniense. Existe, 
en el corpus analizado, una importante correlación entre espacios en el recorrido principal y 
los espacios abiertos, y los espacios secundarios y restringidos.  
El análisis del área máxima de visualización nos indica una tendencia a la selección de 
paneles con un espacio reducido de visualización, en general de entre 1 y 7 m2 con una 
tendencia a preferir espacios de menor tamaño. Las diferencias entre paneles de una única 
fase, Premagdaleniense o Magdaleniense, no son muy importantes, con una variación de 
apenas 0,5 m2 mayores en el rango de paneles Premagdalenienses. Sin embargo, los de 
larga tradición tienen un área máxima de visualización mayor que los de ambas cronologías, 
con entre 8,5 y 3 m2, por lo que podemos decir que se seleccionaron intencionalmente 
paneles con un área de visualización mayor. Estas áreas permiten albergar frente al panel 
entre tres y doce personas en general, en paneles de una única cronología entre una y once 
personas, y entre 5 y 17 personas en paneles de ambas cronologías. 
El SXQWR ySWLPR GH YLVXDOL]DFLyQ es en general muy reducido, entre 0,1 y 5 m2, la 
distribución normal está entre 0,1 y 2,5 m2  y, por lo tanto, en la mayor parte de casos 
solo entre una y cinco personas podrían visualizar las grafías de los paneles de manera 
óptima. La mayor parte de casos (al menos el 50%) solo los puede observar de forma 
óptima una única persona, aunque alcanzaría hasta tres personas en bastantes casos. Al 
igual que sucede con las áreas máximas de visualización, las diferencias en paneles de una 
¼QLFDFURQRORJ¯DQRVRQPX\OODPDWLYDVVLQHPEDUJRORVSDQHOHVGHODUJDWUDGLFLµQFRQOD
mediana en torno a 1,7 m2 indican una tendencia distinta a la general.  
La posición de visualización está muy relacionada con ambas categorías de visualización. Las 
posiciones más cómodas –erguido e inclinado– están en relación a AMVs y POVs mayores, 
entre tres y catorce personas y seis y tres respectivamente para la posición erguida y entre 
tres y nueve y entre una y dos personas respectivamente para la posición inclinada. En el 
resto de casos –arrodillado, sentado, tumbado– los rangos se reducen progresivamente, 
con un máximo de cuatro personas en las áreas máximas y una única persona en el punto 
óptimo. 
En relación al tipo de espacio relacionando las áreas máximas de visualización y los puntos 
óptimos de visualización, los espacios abiertos de época premagdaleniense tienen una 
capacidad ligeramente menor que los magdalenienses, albergando entre cinco y doce 
personas en la primera fase y cinco y quince el segundo en el área máxima de visualización y 
entre una y tres en ambos para el punto óptimo. Los de larga tradición son todavía mayores, 
con una distribución mayoritaria entre siete y dieciocho personas. Los restringidos, sin 
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embargo, no muestran diferencias cronológicas, con entre una y tres personas de capacidad 
máxima y una única persona con el punto óptimo.
(/862'(/$6&$9,'$'(6&21$57(3$/(2/Ë7,&2(1/$5(*,Ï1
&$17È%5,&$35238(67$,17(535(7$7,9$




A través del análisis de la selección de espacios y la visibilidad de los paneles hemos podido 
determinar la preferencia, en el área central de la región cantábrica, de zonas y paneles 
que dan cabida a individuos o grupos de pequeño tamaño aunque también existen casos 
de áreas que potencialmente podrían haber albergado grupos de más de veinte personas. 
1RSRGHPRVFHUWLᚏFDUGDGDODDXVHQFLDGHSUXHEDVDUTXHROµJLFDVGHTXHVHOOHYDVHQD
cabo rituales de carácter simbólico que implicaran el uso de materiales que no fosilizaran, 
aunque podemos acercarnos al potencial uso del arte paleolítico a través de los espacios 
seleccionados.








HMHFXWDGDV FRQ OD LQWHQFLµQGHTXH IXHVHQ YLVWDVSRU WRGRV ORVPLHPEURVGHO JUXSRTXH
KDELWDEDMXQWRDHOODVVXVFDUDFWHU¯VWLFDVHOJUDEDGRSURIXQGR\HOGLEXMRURMRKDU¯DQTXH
la captación de las imágenes fuese prácticamente inevitable incluso si desconociese su 
ORFDOL]DFLµQ(OKHFKRGHTXHVHORFDOL]DVHQHQ£UHDVMXQWRDOJUXSRLQGLFDU¯DXQDLQWHJUDFLµQ
de todos los miembros que podrían observar las grafías durante sus actividades cotidianas, 
pudiendo indicar, al menos en estos casos, una interrelación de las esferas de lo cotidiano 
y lo simbólico, si es que ésta segmentación existía en grupos de cazadores recolectores 
(SWARTZ & HURLBUTT 1994), además de una visión cotidiana de lo simbólico. Además, el 
importante tamaño del vestíbulo de ambas cavidades aseguraría un aforo importante para 
la visualización (y uso) de las grafías. 
Por otro lado, en el caso de La Pasiega, la ausencia de un área de habitación y la limitación de 
los restos arqueológicos a actividades esporádicas en el tiempo, plantea otra interpretación 
GLIHUHQWH SDUD HO XVR GH HVWH FRQMXQWR H[WHULRUGH SHQXPEUD 6X WDPD³RP£V UHGXFLGR
en relación a los otros casos, indicaría un uso restringido a grupos de menor tamaño que 
aquellos que se podrían reunir en Chufín y Pondra, aunque también podrían albergar en 
ambos casos grupos de más de veinte personas cuya única función sería la visualización o 
ODHMHFXFLµQGHODVJUDI¯DVPLHQWUDVTXHHQHOFDVRSUHYLRHOHVSDFLRHVWDU¯DGHVWLQDGRDOD
habitación. Como ya analizamos previamente, estos casos no son exclusivos de Chufín, La 
3DVLHJD\3RQGUDVLQRTXHH[LVWHQQXPHURVRVHMHPSORVGHHMHFXFLµQGHJUDI¯DVGH«SRFD
SUHPDJGDOHQLHQVHMXQWRD£UHDVGHKDELWDFLµQSRUORTXHWHQGU¯DQXQDJUDQLPSRUWDQFLDHQ
el sistema de creencias de los grupos al completo y no únicamente pequeños grupos como 
indicaría el análisis de las grafías en los interiores de las cavernas. 
'XUDQWH HVWD «SRFD HQ JHQHUDO ODV XQLGDGHV WRSRJU£ᚏFDV FRQWDEDQ FRQ XQ Q¼PHUR
pequeño de paneles y de grafías. El área máxima de visualización es ligeramente mayor 
HQSDQHOHV3UHPDJGDOHQLHQVHV\«VWRVDOEHUJDEDQHQWUHXQD\RQFHSHUVRQDVHOSXQWR
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óptimo de visualización lo tendrían, en general, entre una y tres personas en los espacios 
abiertos mientras que los espacios restringidos tendrían un aforo máximo de entre una y tres 
personas y una única persona con visibilidad óptima. Estas características parecen indicar 
una función marcadamente diferente entre las grafías que se trazaron en áreas en el exterior 
de las cavidades y las que se trazaron en su interior. 
El recorrido sencillo de las cavidades no parece limitar en este sentido el acceso de 




de pequeño tamaño o de individuos solitarios. Por lo tanto podemos concretar tres tipos de 
S¼EOLFRSRWHQFLDOSDUDODVJUDI¯DVSUHPDJGDOHQLHQVHVXQ¼QLFRLQGLYLGXRTXHHMHFXWDODV
JUDI¯DVXQJUXSRSHTXH³RGHLQGLYLGXRVXQRGHHOORVHMHFXWDODVJUDI¯DV\ᚏQDOPHQWH
un grupo pequeño que visita las grafías previamente llevadas a cabo. 




hemos analizado.  
Durante el Magdaleniense, con la excepción de algunos paneles en las zonas cercanas 
D OD HQWUDGD \ HQ ORV TXH VH FRPELQDQ FRQ ᚏJXUDV SUHPDJGDOHQLHQVHV OD HMHFXFLµQ GH
las representaciones prehistóricas se hacía de manera preferente en el interior cavernario 
y sobre todo en las zonas medias y profundas de las cavidades, indicando un cambio 
importante en la función del arte parietal y consiguientemente cambios en el sistema de 
FUHHQFLDV&RPR\DGLMR&ORWWHV HO DUWHSDVDGH OD OX]D ODVSURIXQGLGDGHVHQ OD UHJLµQ
cantábrica (CLOTTES 1997). El acceso sencillo a las cavidades, al igual que en el caso de 
las premagdalenienses, no parece limitar desde este punto de vista los posibles usos, dado 
que todos los miembros del grupo podrían acceder a las representaciones. No obstante, 
se producen importantes cambios en relación a la localización de las grafías que pasan a 
HVWDUHQSDUWHVPHGLDV\SURIXQGDVGHORVFRQMXQWRV\ODVJUDI¯DVVHHQFXHQWUDQWDQWRHQHO
recorrido principal como en el secundario, aunque aumenta sustancialmente la localización 
de grafías en áreas de carácter restringido. La densidad decorativa por otro lado aumenta 
GXUDQWH HO 0DJGDOHQLHQVH \ ODV XQLGDGHV WRSRJU£ᚏFDV FXHQWDQ FRQ HQWUH XQR \ FLQFR
paneles y entre dos y catorce grafías. Las áreas de visualización son similares a las de la 
época anterior, aunque la mayor frecuencia de espacios restringidos apunta a que, durante 
el Magdaleniense, gran parte de los paneles solo los podían visualizar entre una y tres 
personas. Este hecho, combinado con el uso más frecuente del grabado como técnica, 
SRGU¯D LPSOLFDUXQYDORUVRFLDOGLVWLQWRGHDOPHQRVXQDSDUWH LPSRUWDQWHGHOFRQMXQWRGH
grafías magdalenienses, que tendría una función más reservada que en la etapa previa. 
(QFRQFOXVLµQODVHOHFFLµQGHORVHVSDFLRVODGHQVLGDGJU£ᚏFD\ODV£UHDVGHYLVXDOL]DFLµQ
DSXQWDQDXQFDPELRHQHOXVRHMHFXFLµQGHODUWHSDULHWDOGXUDQWHHO0DJGDOHQLHQVHTXHFRQ
algunas excepciones como la sala principal de Las Chimeneas, estaría destinado a grupos 
pequeños de personas y a individuos solitarios que penetrarían a las partes secundarias de 
la cavidad en momentos puntuales. 
/RVSDQHOHV\XQLGDGHVWRSRJU£ᚏFDVTXHKHPRVGHQRPLQDGRGHಯODUJDWUDGLFLµQರDTXHOORV
que cuentan con grafías de las dos grandes etapas que hemos considerado, son de gran 
importancia en este análisis. Esto se debe a que grupos con diferentes modos de construir 
(y usar) su imaginaría simbólica y, posiblemente derivado de ello, diferentes tradiciones 
VLPEµOLFDV VHOHFFLRQDURQ ORV PLVPRV SDQHOHV SDUD HMHFXWDU VXV UHSUHVHQWDFLRQHV (Q
nuestro corpus estas manifestaciones no son muy frecuentes y se limitan a dos cavidades, 
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La Pasiega y Chufín. A través de los análisis estadísticos hemos determinado que los 
0DJGDOHQLHQVHV VROR HMHFXWDURQ JUDI¯DV HQ £UHDV GRQGH OOHJDED OD OX] VRODU VL KDE¯DQ
VLGR SUHYLDPHQWH DQWURSL]DGRV GXUDQWH HO3UHPDJGDOHQLHQVH HVWH KHFKR VH SURGXFHHQ
las entradas B y C de La Pasiega, en ambos casos densamente decoradas durante fases 
SUHPDJGDOHQLHQVHVSUREDEOHPHQWHHQYDULDVHWDSDV6H WUDWDGHᚏJXUDVPX\ OODPDWLYDV
TXH ORV 0DJGDOHQLHQVHV QR SDVDURQ SRU DOWR \ HMHFXWDURQ D VX YH] JUDI¯DV VLQ DOWHUDU
VLJQLᚏFDWLYDPHQWH ODVSUHYLDV(VWHKHFKRVHGRFXPHQWDHQRWURVJUDQGHVFRQMXQWRVGHO
área cantábrica. 
Los paneles de larga tradición no solo se documentan en zonas a las que llegaba la luz 
diurna, sino que también en otras áreas centrales de la cavidad y en general situadas en 
el recorrido principal de la cavidad y en paneles con una visibilidad mayor que los que 
contienen grafías de una única cronología, indicando así una preferencia por el uso de 
paneles con un mayor aforo, destinados a la visualización por grupos de entre cinco y ocho 
SHUVRQDVFRPRP¯QLPR$GHP£VQRHVIUHFXHQWHTXHSDQHOHVRXQLGDGHVWRSRJU£ᚏFDVFRQ
grafías de varias cronologías se sitúen en áreas secundarias de la cavidad ni en espacios 
FODVLᚏFDGRVFRPRUHVWULQJLGRV/DGHQVLGDGGHFRUDWLYDHVPDUFDGDPHQWHPD\RUHQSDQHOHV
\XQLGDGHVWRSRJU£ᚏFDVGHODUJDWUDGLFLµQ
Estas conclusiones nos llevan a pensar que los paneles fueron concretamente seleccionados 
SRUDOJXQDUD]µQHVSHF¯ᚏFDSRUDTXHOORVTXHHOLJLHURQXQ£UHD\DGHFRUDGDSUHYLDPHQWH
2EVHUYDPRVHQ WRGRV ORVFDVRVXQ UHVSHWRKDFLD ODVJUDI¯DVSUHYLDVTXHVHHMHFXWDURQ
JHQHUDOPHQWH MXQWR D ODV RWUDV JUDI¯DV \ VROR HQ DOJXQRV FDVRV VREUH ODV TXH H[LVW¯DQ
SUHYLDPHQWHSHURVLQGD³DUODVVLJQLᚏFDWLYDPHQWHGDGRTXHVHHMHFXWDURQPHGLDQWHJUDEDGR
ᚏQR
Este hecho puede interpretarse de diferentes formas. Probablemente las grafías previas 
hacían un “efecto llamada” hacia la importancia simbólica de esos paneles. Este proceder 
VHKDGRFXPHQWDGRDWUDY«VGHODHWQRJUDI¯D\ORVDEULJRVHQORVTXHVHHMHFXWDEDQJUDI¯DV
de forma sucesiva tenían un poder religioso/simbólico muy importante y se consideraban 
JUDQGHV FHQWURV /28%6(5  /(:,6:,//,$06  3RU RWUR ODGR SRGHPRV
FRQVLGHUDUTXHDSHVDUGHOWLHPSRTXHSDVDU¯DHQWUHODHMHFXFLµQGHODVJUDI¯DVHOWUDVIRQGR
VLPEµOLFRSHUPDQHF¯DWUDQVPLWLGRGHJHQHUDFLµQHQJHQHUDFLµQ\DXQTXHORVVLJQLᚏFDGRV
probablemente variaban a lo largo de los siglos se mantenía un fondo común de imaginería 
IRUPDOHQWUHDPEDVWUDGLFLRQHVHQODSHUFHSFLµQTXHGDU¯DQLQWHJUDGDVODVQXHYDV\YLHMDV
construcciones, probablemente fundiéndose en una misma construcción formal simbólica. 
También cabe la interpretación contraria, a pesar del aparente respeto, las comunidades 
GH«SRFD0DJGDOHQLHQVHSXGLHURQVLWXDUVXVᚏJXUDVHQFLPDRMXQWRDODVJUDI¯DVSUHYLDV
LJQRUDQGR DTXHOOR SUHH[LVWHQWH R FRQ OD LQWHQFLµQ GH REOLWHUDU HO VLPEROLVPR SUHYLR OD
selección concreta de esos paneles se debería, en ese caso, a razones exclusivamente de 
su localización en el entorno cavernario. 
En general, en el área de estudio, las representaciones paleolíticas en el interior de las 
cavidades parecen destinadas a ser vistas por grupos de pequeño y mediano tamaño 
o individuos solitarios. Sin embargo, contamos con una serie de excepciones, espacios 
decorados a los que podrían acceder grupos de gran tamaño constituidos por más de veinte 
personas. Las funciones de este tipo de espacios, con paneles localizados en puntos con 
amplia visibilidad, parecen tener un carácter diferente frente a la norma. Podrían tratarse de 
áreas a las que potencialmente podría haber accedido un grupo completo de miembros, o 
LQFOXVRYDULRVJUXSRVHQFRQMXQWRSDUDOOHYDUDFDERDFWLYLGDGHVFRQXQFDU£FWHUJUXSDOFRQ
HOREMHWLYRGHFUHDUPDQWHQHU\RUHIRU]DUOD]RVHQWUHPLHPEURVGHXQPLVPRJUXSRRFUHDU
alianzas. Estos comportamientos se han observado en grupos de cazadores recolectores a 
WUDY«VGHODHWQRJUDI¯D&21.(<&21.(</DH[LVWHQFLDGHJUDQGHVFRQMXQWRV
FRQ XQD LPSRUWDQWH GHQVLGDG JU£ᚏFD H[SUHVLRQHV JU£ᚏFDV GH WRGDV ODV FURQRORJ¯DV \
variedad en el uso del espacio, como los localizados en Monte Castillo o Chufín, podrían 
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pervivencia y su visita durante múltiples ocasiones a lo largo del tiempo. La reutilización de 
los mismos espacios a lo largo del Paleolítico superior parece apuntar a que la pervivencia 
GHODVJUDI¯DVV¯TXHHUDVLJQLᚏFDWLYD/DVJUDI¯DVORFDOL]DGDVHQHOUHFRUULGRSULQFLSDOGHOD
cavidad, en espacios abiertos y con un área de visualización que permitiesen la cabida de 
más de una persona apuntan también en esa dirección.
(VSRVLEOHTXHHQODHMHFXFLµQGHᚏJXUDVDLVODGDVRSHTXH³RVFRQMXQWRVGHᚏJXUDVORFDOL]DGDV
en áreas secundarias y restringidas por una única persona, el hecho importante podría ser 
HMHFXWDU OD ᚏJXUD FRQDOJ¼QREMHWLYRGH FDU£FWHU VLPEµOLFRTXH FDUHF¯DGH WUDVFHQGHQFLD
para el grupo, o bien podría indicar que algunas dimensiones del arte paleolítico estarían 
restringidas a determinados miembros del grupo.
El uso del arte parietal podría tener un carácter cíclico marcado por las diferentes fases. La 
primera sería su creación, seguida del uso, en este caso muy vinculada a la visualización. 
7UDV HVWR YHQGU¯D HO DEDQGRQRTXHSRGU¯D VHU GHᚏQLWLYR R QR 7UDV XQD IDVH VLQ XVR HO
HVSDFLRSRGU¯DVHU UHYLVLWDGR\HOFLFORFRPHQ]DU¯DGHQXHYRFRQ ODHMHFXFLµQGHJUDI¯DV
QXHYDVVXXVR\SRVWHULRUDEDQGRQR(QWUHHVWRVFLFORVODVIXQFLRQHVORVVLJQLᚏFDGRV\ORV
usos podrían variar a lo largo del tiempo, siendo posiblemente importante la reintegración de 
ORSUHYLRGRWDQGRGHXQFDU£FWHUDWHPSRUDODODVHMHFXFLRQHV
/DHMHFXFLµQGHXQDUWHDSDUHQWHPHQWHKRPRJ«QHRDORODUJRGHFHUFDGHD³RVVLHPSUH
KD OOHYDGR D ORV LQYHVWLJDGRUHV D EXVFDU XQ ¼QLFR VLJQLᚏFDGR SDUD ODV UHSUHVHQWDFLRQHV
SDULHWDOHV6LQHPEDUJRHVWDKRPRJHQHLGDGSUREDEOHPHQWHVHDVRORXQDDSDULHQFLDGH
KHFKRFDGDXQDGHODVFXHYDVFXHQWDFRQXQFDU£FWHULQGLYLGXDO/RVXVRVHVWDU¯DQGHᚏQLGRV
por determinados miembros de los grupos y variarían a lo largo del tiempo. Algo con un 
carácter aparente abierto podría estar, sin embargo, restringido, no solo desde el punto de 
vista de la visualización de una determinada zona sino que el acceso podría ser abierto a 
ORVGLIHUHQWHVPLHPEURVGHOJUXSRSHURODFRPSUHQVLµQGHORVVLJQLᚏFDGRVHVWDU¯DOLPLWDGD
a una parte. Esto podría indicar una restricción desde el punto de vista simbólico. El efecto 
en los diferentes “actores” puede no ser el mismo: se puede observar sin comprender o sin 
conocer, o se puede observar con conocimiento. Aquello que está a simple vista puede, 
sin embargo, estar restringido por las reglas establecidas. Además, a lo largo del tiempo 
puede haberse dado una multiplicidad de usos, variables tanto a corto como a largo plazo 
marcados por las reglas de la comunidad. 
3(563(&7,9$6'()87852
Los resultados obtenidos a partir del método que hemos planteado son satisfactorios. 
6LQ HPEDUJR HO DQ£OLVLV GH ODV YDULDEOHV DQDOL]DGDV HQ HO FRUSXV ᚏMDGR QR UHVSRQGH D
todas las preguntas que nos planteamos y por lo tanto es necesario esbozar las líneas de 
LQYHVWLJDFLµQSDUDFRQWLQXDUREWHQLHQGRUHVXOWDGRVDWUDY«VGHODQ£OLVLVGHOHVSDFLRJU£ᚏFR










GLIHUHQFLDV FURQROµJLFDV \ JHRJU£ᚏFDV (O HVWXGLR GH FRQMXQWRV FRQ FRQWH[WRV LQWHUQRV
podría contribuir en gran medida a la interpretación de los usos del arte paleolítico por lo que 
nos planteamos estudiar, dentro de las posibilidades, yacimientos con contextos internos 
en relación al arte parietal. Como ya hemos planteado previamente el análisis del espacio 
QRJU£ᚏFRGHEHLUD ODSDUFRQHOGHHO(VSDFLRQRJU£ᚏFRSXHVWRTXH ODQRVHOHFFLµQGH
GHWHUPLQDGRVHVSDFLRVSXHGHOOHYDUDFRQRFHUPHMRUODVSUHRFXSDFLRQHVSRUODORFDOL]DFLµQ
del arte paleolítico. 




Algo fundamental para el estudio y la interpretación del arte parietal paleolítico es avanzar 
HQODGHWHUPLQDFLµQGHODFURQRORJ¯DGHODVJUDI¯DVSDUDSRGHUVHUP£VHVSHF¯ᚏFRDODKRUD
GHH[WUDHUFRQFOXVLRQHV/DSRFDGHᚏQLFLµQHQODDFWXDOLGDGGHELGRDODLPSODQWDFLµQGHORV
nuevos métodos de datación y la incertidumbre de los métodos de datación tradicionales, no 
SHUPLWHVHUORVXᚏFLHQWHPHQWHHVSHF¯ᚏFR3RUHOORSODQWHDPRVHOHVWXGLRGHODFURQRORJ¯DGHO
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el posicionamiento del arte parietal a través del estudio combinado del arte paleolítico y el 
espacio concreto en el que fue ejecutado. 
/D PHWRGRORJtD SURSXHVWD SDUWH GH OD GH¿QLFLyQ GH FRQFHSWRV FRPR HVSDFLR JUi¿FR
visibilidad, acceso y aforo. A través de éstos se proponen una serie de variables a analizar 
HQ OD FDYLGDG FRPR OD SUHVHQFLD GH FRQWH[WR DUTXHROyJLFR OD ORFDOL]DFLyQ HVSHFt¿FD GH
ODVJUDItDVGLYLGDHQWUHVQLYHOHVGHHVWXGLR±ODJUDItDHOSDQHO\ODXQLGDGWRSRJUi¿FD±HO
tipo de tránsito cavernario, los espacios seleccionados y la potencial visibilidad y aforo de 
cada uno de los niveles. La metodología propuesta se ha aplicado a un conjunto de nueve 
cavidades localizadas en Cantabria y Asturias –Covaciella, Chufín, El Linar, Las Chimeneas, 
Las Monedas, La Pasiega, Covalanas y Pondra– para probar la validez de la metodología. 
(VWRV DQiOLVLV QRV KDQ SHUPLWLGR GRFXPHQWDU OD H[LVWHQFLD GH XQD SODQL¿FDFLyQ JUi¿FD
D WUDYpV GHO SRVLFLRQDPLHQWR GH ODV ¿JXUDV (Q OD UHJLyQ FDQWiEULFD VH VHOHFFLRQDURQ
preferentemente espacios que dan cabida a individuos o grupos de pequeño tamaño 
aunque también existen áreas que potencialmente podrían haber albergado grupos de más 
de veinte personas. Además, hemos observado diferencias de carácter cronológico: durante 
el Premagdaleniense existe una preferencia por espacios en el recorrido principal, donde se 
WUD]DURQ¿JXUDVGHWDPDxRPHGLDQR\JUDQGHHQHO0DJGDOHQLHQVHDXPHQWDHOXVRGHiUHDV
fuera del recorrido principal y las grafías son de menor tamaño. Estas diferencias pueden 




LQ WKHSRVLWLRQLQJRIFDYHDUW WKURXJKWKHFRPELQDWHGVWXG\RI WKHSDULHWDODUWDQGWKHVSHFL¿F
space where it was executed. 
7KHPHWKRGROR\SURSRVHGWDNHVSRLQWRQWKHGH¿QLWLRQRIFRQFHSWVVXFKDVJUDSKLFVSDFHYLVLELOLW\
access and capacity. Through these we put forward series of variables to analyse in the cave for 
LQVWDQFH WKHSUHVHQFHRIDUFKDHRORJLFDOFRQWH[W WKHVSHFL¿F ORFDWLRQRI WKH¿JXUHVGLYLGHG LQ
three levels of study –graphic unit, panel and topographic unit–, the cave transit, the selected 
spaces and the and the potential visibility and capacity at each level. The methodology proposed 
has been applied to an ensemble of nine caves located in Cantabria and Asturias –Covaciella, 
Chufín, El Linar, Las Chimeneas, Las Monedas, La Pasiega, Covalanas y Pondra– to prove 
the validity of the proposed methodology. 
The analysis have allowed us to document the existence of a graphic planning through 
the position of the depictions. In the cantabrian region spaces that allow the presence of 
individuals or small groups were preferentially selected though there are also spaces that 
potentially could have space for larger groups, bigger than twenty people. Moreover we 
have observed chronological diferences: during the Premagdalenian there is a preference 
for spaces in the main itinerary where medium and big sized depictions were traced; in the 
course of the Magdalenian the usage of places outside the main itinerary increases and 
the graphic units are smaller. These differences may indicate different functions, uses and 
meaning for the cave art throughout the Upper Palaeolithic. 
